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Opera lovers will scarcely need to be reminded of 
Glyndebourne’s unique reputation. An evening spent in 
these delightful rural surroundings, enjoying these 
superbly pruduced operas, with artists of international 
repute is a rich, rewarding and unforgettable experience, 
of which these records are a permanent reminder. 


lyndebourne 


FESTIVAL OPERA 


Le Comte Ory Rossini 


Raimbaud, Friend to Comte Ory - . Michel Roux 
LeComte Ory. . Juan Oncina 
Ragonde, Companion ‘to Comtesse Adéle Monica Sinclair 
Le Gouverneur, Tutor to Comte Ory. . Ian Wallace 

Isolier, Page to Comte Ory . . . . Cora Canne-Meijer 
La Comtesse Adéle . . . . . . =Sari Barabas 
Conductor: VITTORIO GUI Producer: CARL EBERT 

*ALP1473-4 


La Cenerentola reossini 


Clorinda . .. . . . « « . Alda Noni 

Tisbe . .. . . . « «. . . Fernanda Cadoni 
Angelina . . . . . « . . +. #=Marina de Gabarain 
Don Magnifico . . .« . « . . Ian Wallace 

Don Ramiro .... . . . . Juan Oncina 
Dandini ...... . . . Sesto Bruscantini 


Conductor: VITTORIO GUI Producer: CARL EBERT 
*ALP1147-9 In presentation box if purchased complete. 
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Don Giovanni 


Zerlina . 


Donna Anna 
Don Ottavio . 
Donna Elvira 


Leporello . 


Don Giovanni Mozart 


The GRAMOPHONE 


John Brownlee 
Audrey Mildmay 

Ina Souez 

Koloman von Pataky 
Luise Helletsgruber 
Salvatore Baccaloni 


Conductor: FRITZ BUSCH Producer: CARL EBERT 
*ALP1199-1201 In presentation box if purchased complete. 


The 1936 Glyndebourne Production 


Arlecchino Busoni 


Ser Matteo del Sarto 


Arlecchino 
Columbine 
Leandro . 


Conductor: JOHN PRITCHARD 
ALP1223 


Ian Wallace 
Kurt Gester 


Elaine Malbin 


Murray Dickie 
Producer: PETER EBERT 


Le Nozze di Figaro woz 


Figaro. 
Susanna 
Bartolo . 
Marcellina 
Cherubino 


Count Almaviva 


Don Basilio 
The Countess 


Sesto Bruscantini 
Graziella Sciutti 
Ian Wallace 
Monica Sinclair 
Risé Stevens 
Franco Calabrese 
Hugues Cuenod 
Sena Jurinac 


Conductor: VITTORIO GUI Producer: CARL EBERT 


*ALPS1312; ALP1313-5 In presentation box if purchased complete. 
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Idamante 
Ilia . 
Electra 
Arbace . 
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Beloved by concert goers, 
Solomon is renowned throughout 


the musical world for the warm 
humanity and authority of 


his interpretations. 
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THE PHILHARMONIA ORCHESTRA HERBERT MENGES 


BEETHOVEN 
Concerto No. 1 in C major; 
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Sonata No. 1 in F minor, Op. 2, No. 1 


REGO. TRADE MARK OF 
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wonderfully rich range of tone-colour that 
are at first more impressive, but everything 
Stravinsky has ever written about his own 
music indicates that he wants something 
less overtly emotional than this—in fact 
something very like Schneiderhan’s per- 
formance. 


To my mind there’s little doubt that the 
Duo Concertant is the finest piece of music on 
this record; it has the economy, the 
absolute surefootedness of genius, with 
every note significant and in focus. The 
same can hardly be said of the other two 
pieces though, and it is partly for this 
reason that they call for a broader, more 
virtuosic approach. 


Hindemith’s Sonata in C is actually his 
third, although it is not known under that 
title. It was composed as part of the 
immense series of sonatas for every orchestral 
instrument that Hindemith wrote in the late 
Thirties, and I cannot feel that it is among 
the most successful of them. It bears little 
relation to the classical sonata: its three 
movements are a brief allegro, a ternary 
movement consisting of a scherzo section 
sandwiched between slow material which is 
the most attractive in the work, and an 
extended and somewhat gruelling triple 
fugue. Schneiderhan and Seemann play it 
with conviction, but this is not a work I 
should want to return to very often. 


The Barték, on the other hand, is 
fascinating in spite, or even because, of its 
imperfections. It is the second of the two 
sonatas that Barték wrote for Jelly d’Aranyi 
in 1921 and 1922. It is in two movements, 
of which the second is a prototype of those 
rhythmically exciting folk-song rondos that 
are so common in his later work. Here the 
form is too rhapsodic to carry complete 
conviction, and the final reference back to 
the main theme of the first movement loses 
the movement’s impetus rather than con- 
summating it. But for all that, the wealth 
of Barték’s imagination, in melody, rhythm 
and harmony, as well as in the cunningly 
contrived balance between the two instru- 
ments, is overwhelming. Schneiderhan and 
Seeman cope very efficiently and accurately 
with the enormous technical demands made 
of them, and yet I could not help wishing 
for some of Gitlis’s sheer emotional intensity 
here, both in the slow, rhapsodic first move- 
ment and in the brilliantly savage finale. 
Schneiderhan is rather too much of a 
gentleman, I feel, to give the ideal perform- 
ance of this work, but his version can never- 
theless be recommended as an absolutely 
honest account of the work. 


The recording is good, but the balance 
still favours the violin a little too much. 
The clear textures of the Hindemith and 
Stravinsky pieces suffer comparatively little 
from this—although, for example, the canon 
between violin and piano in Eglogue 1 of 
the Duo is not really clear enough—but 
Bart6k’s percussive dissonnances tend to 
sound merely percussive, which makes the 
more strenuous sections more difficult to 
listen to than they should be. The piano’s 
low C in the final chord of the Barték has 
to be supplied by the imagination. 


j.N. 
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BARTOS. String Quartet No. 5. 

HABA. String Quartet No. 9, Op. 79. 
Haba Quartet (Dusan Pandula, 
Antonin Slajs, Bohumil Klabik, Vaclav 
Effler). A Pioneer Song. Gejza 
Novak (flute) and Children’s Chorus. 
Supraphon LPM273 (10 in., 30s. 11d.). 

Vague memories of an austere Haba 
string quartet written in quarter tones, and 
an obscene-sounding piece for two violins 
on one of the pre-war Columbia History of 
Music discs, made me approach this record 
with something closely allied to misgiving. 
My fears were groundless. Haba, says the 
sleeve-note, “‘ had mostly in mind the new 
type of listener recruited from the broad 
mass of the people ”’, and this ninth quartet 
‘was originally intended for amateur 
chamber music groups, though it has not 
succeeded entirely in this task”. Is the 
concessive clause honest admission or 
barbed criticism ? Presumably Haba, 
influenced by the new regime in Czecho- 
slovakia, has done his best to “‘ write down ” 
without losing integrity, and on the whole 
he has made a goodish job. This tiny 
three-movement work lasts a mere seven 
minutes, and contains quite a lot of meat of 
not too tough a consistency. Harmonically 
it could have been written at the beginning 
of this century. The same composer’s 
Pioneer Song is a simple strophic song full of 
Slav melancholy and immediately attractive 
as such things usually are. It is nicely sung 
with the rather nasal quality that suits such 
music. 

The Bartos quartet on the other side is 
the most naive music I have heard for a 
long time. Perhaps I should make it clear 
that his name is not mis-spelt ; he is, like 
Haba, a Czech and still alive. He wrote 
this quartet only a year or two ago, and 
he. too was surely thinkings of the “‘masses”’, 
though the sleeve-noté does not mention 
the fact. Perhaps this goes without saying 
in Czechoslovakia now. The quartet would 
be ideal for a newly-formed student 
ensemble, for it must be excessively easy, 
but there is little here for the listener. 
Goodness knows, I would not therefore 
decry this music; there are all too few 
chamber works of any quality written for 
the amateur these days, and I am sure 
this quartet will be useful in the land of its 
origin. But are such works for export on 
gramophone records? ‘The playing and 
and recording are more than adequate. 

R.F. 


BEETHOVEN. Violin Sonatas. No. 7 
in C minor, Op. 30, No. 2: No. 10 
in G major, Op. 96. Arthur 
Grumiaux (violin), Clara Haskil 
(piano). Philips ABL3207 (12 in., 
41s. 9d.). 

These are, I think, my favourites among 
the Beethoven violin sonatas, the one 
turbulent and military, the other gently 
quizzical ; they make excellent foils for 
each other. I could wish that Clara Haskil 
had been allowed a more immediate 
balance ; the piano seems a little too distant. 
Otherwise all is for the best. This is playing 
of real distinction and artistry. The fire in 
the first movement of the C minor, the 
exquisite phrasing in the second, the 
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precision in the scherzo could hardly be 
bettered. Is the finale perhaps a shade too 
fast ? The tempo should allow the triplet 
first heard in bar two of the piano part to 
tell, and it never quite does. Both players 
catch the mood of the G major to perfection, 
and I much prefer this performance to that 
of Heifetz and Bey. The rather elusive final 
variations are particularly successful. It is 
remarkable how these players manage to 
fit in with each other without losing their 
individuality, and without either dominating 
the other. This is chamber music playing 
at its best. R.F. 


BEETHOVEN. String Quartet No. 15 
in A minor, Op. 132. Koeckert 
String Quartet (Rudolf Koeckert, 
Willi Buchner, Oskar Riedl, Josef 
Merz). D.G.G. DGM18226 (12 in., 


41s. 9d.). 


Griller Qt. (7/51) LX T2573 


Budapest Qt. (7/56) ABL3132 
Hungarian Qt. (9/57) 383CX1460 


This is by far the best-recorded version 
of this great work. The sound is supremely 
realistic, with no unnatural-sounding reson- 
ance such as disfigures the Hungarian 
Quartet, and the balance is just about as 
good as you could hope for. I thought at 
first it was going to be the best performance 
too, and it very nearly is. The first side is 
superb. The accompanying instruments 
scratch around too forcibly under the 
lyrical second subject with rather uncouth 
effect, but there is excellent playing both 
here and in the second movement. The 
famous slow movement, in which Beethoven 
so pathetically thanked his Creator for 
restored health, has the somewhat rare 
advantage of being at the right tempo, a 
real molto adagio, 33 crotchets to the minute, 
which is about what the Pascal Quartet 
used to take it at, and no doubt still do. 
But the Koeckert Quartet miss the hushed 
spiritual tranquility of the opening, marked 
sotto voce by the composer, and at the start 
of the fifth and last section, where Beethoven 
tries to show that he wants this part even 
more spiritual by writing “ Mit innigster 
Empfindung ”’, they just go on much as 
before. There must be a real difference in 
mood and intensity here. This is a terribly 
difficult movement to sustain, and their 
performance is far from a failure. ‘The 
finale too does not quite come off. The 
Hungarian and Budapest Quartets stress 
the first beats of each bar a little more, and 
so give the movement more of a dance 
quality, which is what it needs. The opening 
tune sounds rather nondescript as the 
Koeckert Quartet play it. Nevertheless the 
end is excellent. So much of the playing is 
magnificent, and the quality all through is 
so outstanding that this record should give 
a great deal of pleasure. It is perhaps a pity 
that, unlike its rivals, it turns over in the 
middle of the slow movement. R.F. 





SEE PAGE 59 FOR AN IM- 
PORTANT ANNOUNCEMENT 
REGARDING BINDING. 
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CORELLI. Concerti Grossi, Op. 6. 
No. 7 in D major: No. 9 in F major: 
No. 10 in C major: No. 4 in D major. 
I Musici with Felix Ayo (violin), 
Walter Gallozzi (violin) and Vin- 
cenzo Altobelli (’cello). Philips 
ABR4069 (10 in., 30s. 11d.). 
Civilised music this, and played by an 
exceptionally intelligent group of musicians. 
On this disc they are less well served by the 
recording than in their Vivaldi issues 
(which lead an exceptionally large field) : 


there is some tape roar, and to judge by 


the variability of quality and of level these 
concertos seems to have been recorded at 
different times. I Miusici’s playing is 
characterized by the sturdy rhythm of their 
dances (the opening Allemande of No. 10 is 
a good example) and by their light and 
shade—so different from the many Baroque 
groups who charge their way through a 
work with the sensitivity to nuance of a 
steamroller. Without necessarily agreeing 
with all their tempi—the opening Allegro 
of No. 4, for instance, is taken at a terrific 
lick—one has to admire their fine rhythmic 
control and good articulation. The harpsi- 
chordist contributes a discreet but apt 
continuo, save in the Adagio of No. 10, 
where his spread chords sound a bit messy. 
The fourth concerto, being a concerto da 
chiesa like all the first half-dozen of Op. 6, 
might more appropriately have had an 
organ continuo, a feature not found in any 
recording, so far as I know, except the 
Quadri performances with an _ English 
ensemble in the Westminster catalogue, 
which have been much praised in the States 
but never released here. L.S. 


HAYDN. String Quartets. No. 67 in 
D major, Op. 64, No. 5, “* Lark ”’: 
No. 76 in D minor, Op. 76, No. 2, 
‘*Fifths’’. Hungarian String 
Quartet (Zoltan Szekely, Alexandre 
Moskowsky, Denes Keoeromzay, 
Vilmos Palotai). Columbia 33CX1527 
(12 in., 41s. 84d.). 

No. 67 : 


Kalki Qt (3/55) LGM65014 
No. 76 : 
Italian Qt. (3/55) 383CX1230 


Last month I was writing about the 
poor showing of Haydn quartets in the 
current catalogue, and, confronted with 
this new disc, I at first felt some irritation 
that Columbia had picked on two of the 
very few quartets that are already available. 
However, a few minutes of the Kalki per- 
formance of the Lark convinced me that a 
new version was indeed needed (the quality 
on this Telefunken disc is very peculiar), 
while the really superb playing by the 
Hungarian quartet of this same music com- 
pletely converted me. In the past these 
players have usually been recorded with 
what seemed to me excessive resonance. 
The new disc almost errs in the opposite 
direction ; there is no reverberation at all. 
The effect is as if the players are in your 
own well-carpeted and curtained sitting- 
room, and if that is the effect you want (and 
I do), this is a magnificent recording, 
realistic and exciting. 


The Lark (I cannot imagine why it was 
given this name) is one of Haydn’s most 
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amiable quartets. The urbane first move- 
ment could hardly have been played better. 
In the second, I thought the players should 
have pointed the magical modulation in 
bar 19 instead of treating it as something 
quite ordinary, but there is not much wrong, 
and the expertise they bring to the moto 
perpetuo finale is astonishing. One of the 
pleasures of Haydn’s music is that it is 
seldom as naive as it seems at first. There 
is in fact plenty of subtlety: the first move- 
ment achieves remarkable unity by basing 
itself on the bar one staccato figure and its 
inversion in dotted rhythm. Furthermore, 
the thematically important first four bars 
are also to be found, rhythmically trans- 
formed, at the start of the slow movement. 
Perhaps, too, they are suggested in the 
accompaniment of the bubbling finale tune. 
Nevertheless this is a comparatively light- 
weight work. 


The D minor quartet on the other side 
aspires to higher things, and the first move- 
ment, with its all-pervading falling fifths, is 
one of Haydn’s most wonderful achieve- 
ments. Perhaps the Hungarian Quartet do 
not play the D minor quite so well as the 
Lark. The leader is flat here and there, 
notably just before the double bar in the 
first movement both times round, and they 
make the slow movement sound rather 
duller than it really is. I hasten to add that 
this is the only unsuccessful movement on 
the disc, which is as a whole a great success, 
and I will guarantee a great deal of pleasure 
to all purchasers. R.F. 


SCHUBERT. String Quartet No. 13 in 
A minor, D.804 (Op. 29, No. 1). 
Budapest String Quartet (Joseph 
Roisman, Jac Gorodetzky, Boris Kroyt, 
Mischa Schneider). Philips ABR4068 
(10 in., 30s. 11d.). 

Vegh Qt. (10/52) LXT2709 

Italian Qt. (4/64) LXT285 

Amadeus Qt. (6/55) BLP1069 
It is perhaps a little pedantic to describe 


this quartet as Op. 29, No. 1. It was so 
published because Schubert thought it 
would be the first of a set of three. In fact 
it turned out to be the only string quartet 
of his to attain print during his lifetime, 
and there is no Op. 29, No. 2. Maurice J. E. 
Browne in his recently published book on 
Schubert (strongly recommended) has 
shown how much thought Schubert gave 
to his music ; the theory on which I was 
brought up, that he shook works out of his 
sleeve fully formed with scarcely a thought, 
is now exploded ; he hammered them out 
with sweat and toil like any other great 
composer, and though he got the famous 
Death and the Maiden Quartet finished the 
same year, it was another two years before 
he completed the set with the G major. 


The A minor even got a public per- 
formance, a rarity in this ill-starred com- 
poser’s lifetime. Schubert thought Schup- 
panzigh took it too slowly. I would dearly 
love to know which movements were too 
slow. For me the Budapest Quartet take 
the slow movement too fast, and the 
wonderful climax becomes a display of 
virtuosity that I cannot believe the com- 
poser intended. The Amadeus take it 
equally fast, but there is a difference: 
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they seem to play it “in four”, whereas 
the Budapest take it “in two”. Neither 
way seems to me to capture the genile 
mood of this music as does the Italian 
Quartet at a much slower tempo. In the 
minuet the Budapest players quite miss the 
brooding melancholy of the music; they 
just make it sound tired. They are, | 
think, too slow, but the quicker tempo of 
the Amadeus Quartet does not wholly 
solve the problem, and I again felt that 
only the Italian Quartet conveyed the 
mystery of this wonderful piece. The 
Budapest Quartet play the difficult bits 
of finale superbly, and they are well 
balanced and pretty well recorded ;_ the 
sound seems a little lacking in body. But 
personally I would rather spend the extra 
money and get the Italian Quartet version. 


HANDEL. Sonata in G minor, Op. 2, 
No. 7. David and Igor Oistrakh 


(violins), Vladimir Yampolsky 
(piano). D.G.G. EPL30287 (7 in., 
16s. 84d.). 


The two violinists form a perfect partner- 
ship, with tone and style ideally matched. 
This is all the more clearly audible because 
of the great care each player takes not to 
obscure the other ; no imitative entries are 
remotely muddled because of any indecision 
about who may be leading at any given 
moment. The very good balance extends, 
too, to the piano: Yampolsky provides the 
right degree of background harmony, while 
allowing his left hand occasionally to point 
a tune when it happens to get into the bass. 

His left hand is, of course, a deputy ’cello, 
as well as half of the deputy harpsichord 
that the piano as a whole necessarily is. This 
is in fact in no sense a scholar’s performance 
of the music: no risk that D.G.G.’s Archive 
department will cast jealous eyes across the 
corridor after it. But within its chosen style 
it is yet quite a marvellous performance. 
It is also very well recorded, and the 45 
format fits Handel’s scheme of movements 
very well indeed. M.M. 


MOZART. Sinfonia Concertante in E 
flat major, K.Anh.9. Wind Group 
of the Vienna Philharmonic Orch- 
estra with the Chamber Orchestra of 
the Vienna State Opera conducted 
by Henry Swoboda. Sinfonia 
Concertante in E flat major, K.364. 
Walter Barylli (violin), Paul Doktor 
(viola), Vienna State Opera Orch- 
estra conducted by Felix Prohaska. 


Nixa WLP20053 (12 in., 39s. 114d.). 
Coupled as above : 
Pro Musica, Stuttgart (5/53) PL7320 


Half of this disc has been available 
previously in a different coupling (WLP5020) 
with a Divertimento for 2 basset-horns and 
bassoon ; now it reappears apparently none 
the worse for being squeezed all on to one 
side of a disc, and with the Sinfonia Concer- 
tante for Violin and Viola to keep it 
company. 

Barylli and Doktor are better balanced as 
a pair, both acoustically and technically 
speaking, than Barchet and Kirchner. In 
the Vox recording, Kirchner is too far back, 
and since the viola has a less assertive tone 
than the violin anyway, he is at a double 
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What the microgroove record did for record 
reproduction, VHF broadcasting and the RCA 
tuner do for radio reception. 


The discriminating music lover can now receive 
live broadcasts completely free from interference 
and background noise and of true High Fidelity 
quality. The RCA tuner with its precision 
tuning and automatic Frequency control un- 
locks a vast storehouse of quality listening on 
the VHF waveband. 


£24.3.0 plus £9.8.4 P.T. 


% Precision Tuning. The new RCA Electron Ray Tuning Indicator 
makes tuning simplicity itself. 


% High Fidelity. Wide range response within 1db from 30-15,000 cps. 
for true High Fidelity reproduction worthy of the finest amplifier and 
speaker. 


+ No Matching Problems. Adjustable output level to your amplifier. 
x Automatic Frequency Control. Holds the station permanently in tune. 


xc Power Requirements. 230-395 volts, DC, 40 milliamps, H.T. supply, 
6.3 volts 2.25 amps heater supply (available from RCA New Ortho- 
phonic High Fidelity Amplifier and most other quality amplifiers), 





LOUD SPEAKER LOWBOY 
SYSTEM CABINET 
£56.11.0 £18.10.0 


Send for fully illustrated literature 
RCA GREAT BRITAIN LTD., Lincoln Way. Sunbury-on-Thames, Middx. Sunbury-on-Thames 3101 


















































Elizabetham 
STRIKES A NOTE 


The new Elizabethan ESCORT made a sensational debut at the 
Audio Fair. This new Elizabethan baby really is a baby: vital 
statistics 14” x 114” x6j”, and only 23 lbs. For looks, this baby isa 
honey. For performance, the Escort is a true Elizabethan—true- 
to-life sound, and all the most , 
grown-up features, including = St 

six hours’ playing time, three ; 
speeds, super-imposing, plus mixing. 
As a companion, it’s the perfect 
Escort, the price is only 45 gns 
andaltogether it’s the recorder ; = 
you'vebeenwaitingfor.Sotoddle = = = .—™~/ 
along as fast as you can to the The Elizabethan Escort 


45 gns incl. Micro- 
nearest dealer and listen to the gy Pye, oc 
Escort. 


and all emacs 


YOURS FAITHFULLY, 


GD Elizabethan 


For FREE illustrated literature, please let us have 
your name and address 


E.A.P. (TAPE RECORDERS) LTD 
Oldchurch Road, Romford, Essex Tel: Romford 62366/7 
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JANACEK 


String Quartet No. 1 
String Quartet No. 2, “ Intimate Pages ”’ 
Smetana Quartet 

LPV 298 


MOZART 


Quartet in F major for Oboe, Violin, Viola and 
Violoncello, K.370 

Stanislav Duchon (oboe), Vaclav Snitil (violin), 
aot) Kodousek (viola), Viktor Moucka (violon- 
cello 

ey for Organ, Two Violins and Bass, K.328, 


Milan Slechta (organ), Josef Vlach and Vaclav 
Snitil (violins), Viktor Moucka (violoncello) 


LPM 320 


SUK 


Symphony in C minor, Op. 27, “* Asrae! ” 
Czech Philharmonic Orchestra 
Conductor : Vaclav Talich 
Symphonic Poem, Op. 26, “ Praga ”’ 
Prague Symphony Orchestra, 
Conductor : Vaclav Smetacek 

LPV 269/270 


KOZELUH 


Concerto in C major for Bassoon and Orchestra 
Karel Pivonka (bassoon) 


FILS 


Concerto in D major for Flute and Orchestra 
Oldrich Slavicek (flute) 

Prague Symphony Orchestra 

Conductor : Vaclav Smetacek 


LPV 268 
DEBUSSY 
La Mer 
Conductor : Roger Désormiére 
RAVEL 
Spanish Rhapsody 
Conductor : Constantin Silvestri 
Czech Philharmonic Orchestra 
LPV 210 


Obtainable through the trade from: Messrs. 
Appletons Ltd., Duwe (Wholesale) Ltd., Selecta 
Gramophones Ltd., Selecta (Midlands) Ltd., 
Thompson, Diamond & Butcher Ltd., L. A. 
Wood Ltd., Philip Woolfson Ltd., Irish Record 
Factors, Dublin, The Symphola Co., Belfast. 


Complete list on request from 
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disadvantage. Doktor, in the new Nixa 
disc, is well in the picture, and apart from 
an uneasy start he makes a splendid contri- 
bution to the performance. The ensemble 
between him and Barylli (whose tone is 
beautiful as ever) is finer than that of the 
Vox soloists. It seems to have been more 
carefully rehearsed, and consequently the 
unaccompanied cadenzas are heard to much 
greater advantage. They must sound 
spontaneous, yet without a suspicion of 
“the rough run-through”’, and there is no 
doubt that Barylli and Doktor agree over 
the smallest details of style. 


The one disadvantage of the Nixa disc, 
to my mind, is the poor orchestral support. 
Tubby Viennese horns make noises more 
reminiscent of Mahler than of Mozart, 
while the violin pizzicatos in the opening 
tutti remind one of rifle-practice in the 
Prater. Prohaska, had he been a little more 
sensitive, could have helped the soloists 
make this disc a really fine one. D.S. 


VIRTUOSI DI ROMA. Concerto in 
D major, Op. 7, No. 6 (Albinoni, 
revised Paumgartner. Solo oboe: 
Renato Zanfini). Concerto in C 
major, P.85 (Vivaldi). Solo oboes: 
Renato Zanfini and Michele Visai). 
Sonata in A major, Op. 2, No. 3 
(Albinoni, revised Giazotto). Con- 
certino in G major _ (Pergolesi, 
edited Fasano). Virtuosi di Roma 
conducted by Renato Fasano. 
H.M.V. ALP1589 (12 in., 41s. 84d.). 

Another baroque medley from a reliable 

firm. ‘The Virtuosi always produce a good 
professional sound, unlike some of the 
groups who tackle this music. I could wish 
that they would adopt a slightly more 
consistent policy towards the use of a 
continuo instrument, though. On. this 
record a harpsichord is used for the 
Albinoni oboe concerto and the outer 
movements only of the Vivaldi two-oboe 
concerto, and that is all. Of course, with 
a good modern group of strings there is no 
need for a continuo instrument to hold things 
together or to supply missing parts, but 
although it may not be strictly necessary 
a harpsichord does give a welcome edge to 
the string tone—and, more important still, 
it gives a useful indication of the right 
tempo. If the Virtuosi di Roma had been 
using a harpsichord for the slow movement 
cf the ‘* Pergolesi ’ piece, they could hardly 
have taken it so slowly, and that would 
have been a very good thing. A certain 
degree of sentimentality does, for me, mar 
several of the slow movements on. this 
record, though the quick ones are played 
briskly and with firm rhythm. 


Of the music it is the most old-fashioned 
piece that I find most attractive : Albinoni’s 
Sonata (or Sinfonia) for five-part strings 
has a positively Handelian nobility about 
it. The oboe concertos are also welcome, 
although it is a pity that they picked 
Albinoni’s Op. 7, No. 6, when it has 
already been well recorded for Oiseau-Lyre. 
The concerto attributed here to Pergolesi 
is, as Arthur Jacobs points out in his sleeve- 
note, more probably by one Ricciotti, 
though even that attribution is not certain. 
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It is in any case a well known piece, being 
the first of the set of six concertos (or 
concertinos) already recorded by I Musici. 
With such a wide choice before them it 
seems a pity these groups should choose 
to let their recorded recitals overlap in this 
way. N. 


INSTRUMENTAL 


BACH. Organ Works. Prelude and 
Fugue in G major, BWV541: Prelude 
and Fugue in A minor, BWV543: 
Fantasia and Fugue in G minor, 
BWV542 : Fantasia in C minor, 
BWV562. Helmut Walcha (organ). 
D.G.G. Archive APM14507 (12 in., 
41s. 9d.). Recorded on the Schnitger 
Organ in Cappel. 

Walcha’s latest disc continues his good 
work of making us listen to the music rather 
than the instrument. Here is a truly great 
performance of the A minor: the opening 
is poetic, not (as heard so often) flashy, and 
the way the Prelude is allowed to build up 
naturally through the growth of the musical 
thought could well be taken as a model ; 
the Fugue has a firm rhythmic impulse 
which carries it triumphantly through its 
long course. ‘The five-part Fantasia, though 
it emerges from the recording a fraction 
light in pedals, is an object-lesson in part- 
playing, and in Walcha’s hands has some- 
thing of the sublimity of a Beethoven string 
quartet slow movement. We badly needed 
an antidote to Commette’s over-registered 
and poorly recorded version. The G major 
has a sparkling zest ; and it is only in the 
big G minor Fantasia and Fugue that I 
felt any disappointment. For all the 
impeccable neatness of the playing, the 
Fugue is too sober, too deliberate. Would 
it be rank heresy to confess that the per- 
formance of ‘‘ Oh Ebenezer Prout ”’ which 
has delighted me most is the transcription 
for strings made and conducted by Miin- 
chinger ? Listeners with perfect pitch 
are warned that, this being the Schnitger 
organ at Cappel, all the works here sound 
a semitone higher than usual. LS. 


CHOPIN. Nocturnes, Nos. 
Alexander Brailowsky (piano). 
R.C.A. RBI16050 (Nos. 1-10) and 
RB16053 (Nos. 11-19) (two 12 in., 


1-19. 


79s. 11d.). 
Complete : 
Rubinstein 
(9/54) ALP1157 and (11/54) ALP1170 
Askenase (9/56) (10/56) DGM18262-3 
Novaes (1/58) PL9632-1/2 


Katin (3/57) LXT5122 and (2/58) LXT6238 
Brailowsky is here at his best, I think, in 
the more dramatic sections of the Nocturnes. 
In general these tend, of course, also to be 
the subsidiary sections ; yet the particular 
excellence does show off some of them very 
well as a whole—the C sharp minor of 
Op. 27, for example. About the lyrical 
sections—obviously the more extensive—I 
am not quite so sure ; for although there is 
always great sensitivity in the playing, there 
is also often an underlying insecurity of 
rhythm: a waywardness, in the execution 
of some of the more extensive accompani- 
ment figures, that seems to be artificially 
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superimposed on the music rather than to 
grow inevitably from it. This is particularly 
the case in the earlier nocturnes (the well- 
known E flat major of Op. 9 may be 
instanced) ; many of the later ones are 
played most _ beautifully—Brailowsky is 
perhaps at his best in the later E flat major 
of Op. 55. (And, perhaps arguably, at his 
worst in the coda of the B major Op. 32 ; 
here his rhythmic freedom actively distorts 
the music—but it is only an isolated lapse). 

Throughout the recording is very good 
indeed, exceptionally steady and clear. 
There is the faintest of traces of the slightly 
brittle quality of sound usually favoured by 
the R.C.A. label, but it is here of an order 
which probably can easily be dealt with ; 
the set is eminently recommendable. 

Yet it scarcely displaces either the D.G.G. 
set of Stefan Askenase or the Decca set of 
Peter Katin: both of them rich recordings 
(the Decca, however, with the slightest of 
occasional pitch-wobble) of performances 
of the highest degree of poetry. Both these 
older sets add to the accepted canon the 
early E minor Nocturne of 1827 and the 
Lento con gran’ espressione in C. sharp minor of 
1830 ; the new Brailowsky offers the E 
minor addition only, excluding the C sharp 
minor. M.M. 


CHOPIN. Polonaise in A flat, Op. 53. 
Etude in E major, Op. 10, No. 3. 
Etude in G flat major, Op. 10, No. 
5, * Black Key”. Richard Farrell 
(piano). Pye CEC32010 (7 in., 
15s. 34d.). 

Richard Farrell is a thoughtful pianist 
with plenty of poetic feeling. Perhaps he 
has not quite the physical power or the 
mental bravura to give the standard 
performance of the A flat polonaise, but 
then he would not want to give such a 
performance. The result is that one 
admires the music first and the playing 
second; which is not the usual way. 
Similarly, the ‘‘ Black Key” study lacks 
the usual metallic brilliance; it is not 
flashy. But it sounds a nice piece. I enjoy 
this pianist’s playing very much. And 
the piano quality is unusually good. R.F. 


LISZT. Harmonies poétiques. et 
religieuses: Invocation ; Pensée des 
morts; Cantique d’amour; Béné- 
diction de Dieu dans la solitude ; 
Funérailles. Alfred Brendel (piano). 
Vox PL9430 (12 in., 41s. 9d.). 

Though the Harmonies poétiques was the 
work which Liszt himself most loved to 
play for his friends in the years after he had 
left the concert platform, it is only rarely 
that more than one or two pieces from the 
set are heard today, and even the far-flung 
net of today’s gramophone catalogues has 
not yet captured the lot. They are, how- 
ever, distinctly uneven in quality; but 

Mr. Brendel, a very capable pianist with a 

marked sense of continuity and good 

proportion, acts as a skilled advocate for 
them, despite a recording which is rather 
shallow and tinny. The somewhat involved 
history of the collection is told in the sleeve 
note: the thematic material of the original 
single-piece Harmonies poétiques et religieuses 
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appears, freshly worked, in the Pensée des 
morts, the middle section of which is drawn 
rom the “ instrumental psalm ”’ for piano 
and orchestra called De profundis. Even a 
Liszt enthusiast like Humphrey Searle has 
to admit that the Invocation is “‘ fussy and 
overdone ”’ (with which I agree) ; but in 
the Cantique d’amour we have a poetic move- 
ment which well deserves to be rescued from 
its neglect. The best-known of the five 
pieces here presented is undoubtedly the 
heroic elegy Funérailles, whose dramatic 


and virtuoso octave-work has always — 


appealed to pianists and excited audiences ; 
but, viewed dispassionately, it is musically 
rather obvious, and nowhere approaches 
the standard of the Bénédiction, one of Liszt’s 
really great piano pieces. No other 
recorded version rivals Mr. Brendel’s 
delicate and poetic performance of this. 


L.S. 


MOZART. Sonatas. No. 11 in A major, 
K.331—finale only: No. 15 in C 
major, K.545; No. 17 in D major, 
K.576. Viktorie Svihlikova (harpsi- 
chord). Supraphon LPM297 (10 in., 
30s. 11d.). 

Mme Svihlikova is both a pianist and a 
harpsichordist. Her choice of harpsichord 
for these sonatas ‘“‘ was not determined 
by any historical considerations” but 
because “it is the harpsichord which is 
capable of revealing the unsuspected wealth 
of colour, contrast and refinement in the 
transparent voice-leading [anglice part- 
writing] and thus enables us to take a new 
view of these sonatas’’. ‘This seems to me 
to be nonsense. The part-writing is 
certainly clear—and would be clearer still 
if Mme Svihlikova were not so fond of thick 
registration—and the big contrasts, such as 
those of the Rondo alla turca, are certainly 
effective. But the little contrasts are missing, 
and all the delicate nuances of tone which 
go to make up a Mozartian phrase. The 
player drums through the movements with 
animation and efficiency, and the recording 
is good. The titling on the sleeve gives no 
indication that the finale only of the A major 
Sonata is included. A.P. 





SPOTLIGHT ON STRINGS. Directed 
by George Humphrey, produced by 
Ward Botsford, booklet by R. D. 
Darrell. Vox DL320 (12 in, 
65s. 34d.). 

Books of reference, however well written, 
necessarily fall down at the crucial moment 
when dealing with musical instruments. 
They can discuss the history of an instru- 
ment, describe its utility and its limitations, 
list its outstanding exponents and com- 
posers, and illustrate its appearance. What 
they cannot adequately communicate is 
really the most important factor of all : what 
the instrument sounds like. 

Of this a record is of course the ideal 
illustration, and naturally there have been 
** Instruments of the Orchestra ”’ records in 
the catalogues for many years. But this new 
one is different from the others, in that the 
older, rarer instruments of only occasional 
concert revival (and therefore whose sound 
is much more difficult of capture) are 
included ; and also in that the accompany- 
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ing booklet is vastly more informative than 
previously. 

Thus Haydn’s, or Esterhazy’s baryton 
springs to life for us ; it sounds awful. So 
does the Tromba Marina: even an expert 
bass-player skipping up and down those 
harmonics keeps on catching the flat seventh 
just like an insecure brass-player. ‘The 


‘viola da gamba (this sounds much more 


reasonable) may be heard alongside the 
’cello ; all the viols may in fact be heard 
alongside the modern strings, sometimes in 
the same piece of music. The violin might 
perhaps on the face of it be thought not 
worth illustration, but in fact it provides one 
of the most interesting bands—the same 
violinist plays the same few bars of music in 
succession on an Amati, a Guarnerius, a 
Strad, and a 1956 Haenel. (This is, pur- 
posely, not the recorded order of the violins ; 
for trying to match the sound with the 
maker—the booklet of course identifies them 
—should prove an interesting exercise for 
listeners and a salutary one for violinists). 

The plucked strings come under con- 
sideration as well as the bowed, including 
lyres, lutes, mandolins, harps, banjo and 
guitar. These, too, are rewardingly illus- 
trated ; though perhaps not (except in the 
case of the harp) with such extreme 
executive skill as is brought to bear on the 
other strings. In general, the standard is 
extraordinarily high, and where the nature 
of the music allows it there is a great deal of 
pleasure, as well as instruction, to be 
extracted from this record. 

The booklet, too, is very well written, 
with a mass of information about both 
instruments and music. An occasional mis- 
print might cause confusion: halfway down 
the right-hand column of p. 3 the description 
of the dulcimer and psaltery have become 
interchanged, and so on p. 13 have the 
illustrations of the violoncello and violone. 
But in general the presentation is first-rate. 
I look forward eagerly to successive records 
in the series. 


SCHUBERT. Impromptus, Op. 142, 
No. 2 in A flat major; No. 4 in F 
minor. Bela Siki (piano). Columbia 
SEL1580 (7 in., 18s. 1d.). 

These pieces comprise the ‘ minuet ”’ 
and “‘ finale’ of what Schumann thought 
was intended for a sonata in F minor. 
Certainly the four Op. 142 impromptus 
make a satisfactory set, though Maurice 
J. E. Browne in his recent book on Schubert 
disputes the oft-repeated Schumann theory 
on the grounds that the first impromptu 
is insufficiently sonata-ish, while the “‘ slow 
movement ”’ (the variations on the Rosa- 
munde theme, or something very like it) is 
in the improbable key of B flat. The 
** minuet ’? impromptu is familiar to in- 
numerable young would-be pianists ; Bela 
Siki plays it very simply, and no doubt 
that is the only way to treat it. The last 
of the set starts delightfully and then tails 
off; it can surely be no one’s favourite. 
The performance is adequate, as is the 
piano quality, though the latter seemed to 
lack realism when heard immediately after 
some unusually  well-recorded pieces 
reviewed elsewhere. R.F. 
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CHORAL AND SONG 


BACH. St. Matthew Passion: Choruses 
and Chorales. ““Kommt, ihr Tochter’”’ : 
“QO Lamm Gottes”: “Herzliebster 
Jesu”: “Ich bin’s, ich sollte biissen” : 
*“O Mensch, bewein dein Siinde gross”’ : 
*‘Was mein Gott will”: “Wer hat dich 
so geschlagen”: “Bin ich gleich”: 
“*Befiehl du deine Wege”: “O Haupt 
voll Blu’: “Wenn ich einmal’: 
‘“‘Wir setzen uns mit Tranen nieder”’. 
Choir and Boys’ Choir of St. Hedwig’s 
Cathedral, Berlin, and the Berlin 
Philharmonic Orchestra conducted 
by Karl Forster. H.M.V. ALP1572 
(12 in., 41s. 84d.). 

This disc contains the great first and last 
choruses of Part | of the St. Matthew Passion, 
the lovely final chorus of the work, and all 
but four of the thirteen chorales: it will be 
particularly useful to music teachers and 
lecturers. It is very interesting, and 
revealing, to hear Bach’s three harmoni- 
sations of the chorale known best as “ O 
Haupt voll Blut und Wunden ” one after 
the other. “* Befichl du deine Wege ” 
(“* Commit thy ways to Jesus ’’) in D major, 
**O Haupt voll Blut und Wunden ” in F 
major (taking the melody above the stave 
and conveying much greater intensity) and, 
most wonderful of all in its harmonisation, 
“Wenn ich einmal” (“If I should ’er 
forsake Thee ’’) in A minor, ending on the 
dominant of the key. 

The chorales are all superbly sung, this 
last one slowly, softly, and with a big 
ritardando in the last two bars, leaving us 
with the word “ Pein ”’ (“ pain ’’) poignantly 
echoing in the mind. 

The full-toned singing of the choruses is 
equally fine, and in the opening one (“‘Come 
ye daughters ”’) the fresh and ample tone of 
the boys in the choral “‘ O lamb of God ” 
enables the melody always to be clearly 
heard. In the final chorus Bach’s markings, 
before the last reprise of the melody, are 
exactly observed so that the carefully graded 
and progressive softening paints a most 
moving picture of the slumbering soul. 

The orchestral playing is very good 
indeed and the recording allows the firm 
tread of the bass in the opening and closing 
choruses to be heard—perhaps a shade too 
much in the latter. The balance throughout 
is excellent and the general effect of the 
disc is to make one wish that Karl Forster 
with these forces and a worthy team of 
soloists had undertaken a complete recording 
of the great work. A.R. 


FALLA. Seven Spanish Popular Songs 
(arr. Halffter). Marina de Gabarain 
(mezzo-soprano), Hallé Orchestra 
conducted by Sir John Barbirolli. 
Pye CEC32009 (7 in., 15s. 34d.). 

Marina de Gabarain’s voice is a warm 
one, but her enunciation is variable—on 
the whole it cannot be called good—and 
she is inclined to be casual about rhythmic 
details (she also takes a good deal of 
rubato licence in the Nana). Instead of 

Falla’s clean incisive piano accompaniment 

there is an orchestra (well recorded too) 

which supplies lots of extra colour which is 
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AROLD mITALY 


BERLIOZ William Primrose (Viola). The Royal Philharmonic Orchestra conducted by Sir Thomas Beecham, Bart. KF R 4002 


SCHUMANN 


Piano Concerto in A minor, Op. 54. 
Rudolf Serkin (Piano) 

The Philadelphia Orchestra 
conducted by Eugene Ormandy. 


MOZART 

Piano Concerto No. 27 in B flat, K.595. 
Rudolf Serkin (Piano) 

The Columbia Symphony Orchestra 
conducted by Alexander Schneider. 
CFL 1002 
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MOZART KETELBY 
German Dance, K.605, No. 3. In a Persian Market. 
March in D, K.249. In a Monastery Garden. 
The Grand Symphony Orchestra and Chorus 
ROSSINI conducted by Jesus Etcheverry. 
Overture: La Cambiale di Matrimonio. CFE 15006 


The Royal Philharmonic Orchestra 
conducted by Sir Thomas Beecham, Bart. 
CFE 15005 
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loudspeaker system 
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At 40 cycles per second with 10 watts input, 

the Periphonic system reduces harmonic 

distortion to the incredibly low figure of 2.7%. At 1000 C.P.S. and under the same full power 

conditions the distortion is 0.3%. Here, truly, is a masterpiece... a magnificent 
triumph in sound reproduction that could never have been achieved without the two 
‘‘air-coupled’’ G.E.C. metal cone loudspeakers and the four G.E.C. presence units 
which are mounted in a specially constructed cabinet embodying entirely new principles. 
Exclusive to the G.E.C. and available as individual units, the metal 

cone loudspeakers give low inter-modulation distortion, 


extremely smooth high frequency response and excellent 7 j 
transient response. Designed as accessories to the loudspeakers, V i 
the presence units overcome point sound source and add “‘presence”’ 7 y 
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neither needed (it is all there in the music 
already) nor wanted: the instrumentation 
of Polo particularly is overdone. This is 
the first recording of the Seven Songs on an 
EP disc, a format which suits them admir- 
ably: it is also the first recording with 
orchestra. I suppose it seemed a good idea 
at the time. L.S. 


MAHLER. Kindertotenlieder. Lieder 
eines fahrenden Gesellen. Kirsten 
Flagstad (soprano), Vienna Phil- 
harmonic Orchestra conducted by 
Sir Adrian Boult. Decca LX7T5395 


(12 in., 39s. 114d.). 
Kindertotenlieder : 


Ferrier, V.P.O., Walter (2/53) 33C1009 
Anderson, San Francisco S.O., Monteux 
(5/54) ALP1138 


Fischer-Dieskau, Berlin P.O., Kem 


(6/56) BLP1081 
Lieder eines fahrenden Gesellen : 
Fischer-Dieskau, Philh., Furtwangler 
a (10/55) ALP1270 
It is little short of marvellous that in her 


sixty-second year—for the label tells us the 
recording was first published in 1957— 
Kirsten Flagstad should be able to sing the 
often trying vocal lines of Mahler’s Songs of 
a Wayfarer with such unfailingly beautiful 
tone and very rarely with any sense of strain : 
and refusing, too, the alternative lower 
notes offered in all but the first song. 

In the cantabile section of Ging heut 
Morgen iiber’s Feld (‘‘ Through the fields I 
took my way ”’) it is wonderful to hear how 
the great soprano can produce the softest 
flute-like tone on a high G, fining it down 
to vanishing point: and at the other end of 
the compass how beautiful, and viola-like, 
are her low tones at the end of the last song 
at the words (gone were love) “‘ and grief, 
and dreams ”’. She is splendidly dramatic 
in the third song Ich hab’ ein gliihend 
Messer (‘* There is a glowing dagger ”’). 

Fischer-Dieskau, as a born Lieder singer, 
puts more variety into his tone and more 
behind the words, particularly those Mahler 
has accented, as for example in the second 
song, on the last page, “‘ Nun fangt auch 
mein Gliick wohl an ? ” (‘* Will my happiness 
return ?”: a translation that makes ob- 
servance of the accent impossible), and 
certainly Furtwangler and the Philharmonia 
Orchestra give us a more distinguished 
orchestral accompaniment, but the present 
performance (in which the timpani in the 
first song are much more clearly recorded) is 
one to be heard. 

Kathleen Ferrier and Bruno Walter, with 
the Vienna Philharmonic Orchestra, gave 
a very beautiful performance of the Kinder- 
totenlieder but the poorly recorded orchestral 
part was a serious handicap. The Fischer- 
Dieskau disc put this right but these songs 
are much better suited to a woman’s voice, 
beautifully though he sang them, and 
Flagstad is never in danger of underlining 
the sentimentality of Riickert’s poems. 
Once again she produces lovely mezza-voce 
tone at the end of the second song and in the 
exquisite cradle-song at the end of the last 
song, and a fine dramatic conception of the 
fifth song In diesem wetter (‘In such 
weather ”). The orchestra do well in this 
cycle though one would have liked more 
mellow horn tone in the first song. The 
recording is excellent throughout. A.R. 
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MOZART. Lieder. An Chloe: Das Lied 
der Trennung: Das Kinderspiel: Die 
Verschweigung: Abendempfindung: 
Die kleine Spinnerin: Als Luise die 
Briefe ihres ungetreuen Liebhabers 
verbrannte: Einsam ging ich jungst im 
Haine: Sehnsucht nach dem Frihling. 

SCHUMANN. Frauenliebe und Leben. 
Irmgard Seefried (soprano), Erik 
Werba (piano). D.G.G. DGM19112 


(12 in., 41s. 9d.). 
Frauenliebe und Leben : 
Ferrier, Newmark 
(2/51) LXT2556 or (4/54) LW65089 
Flagstad, McArthur (11/54) ALP1191 
Lehmann, Walter (11/57) ABL3166 


It is hardly necessary to say that Irmgard 
Seefried sings her group of Mozart’s songs 
with great charm and beauty of tone. 
Most of them will be found on the 
Schwarzkopf-Gieseking disc (Columbia 
33CX1321), comparison with which finds 
the honours equally divided between 
these two fine artists except in 
Abendempfindung, which Seefried sings more 
smoothly. 

Her performance of Frauenliebe und Leben 
is rather uneven. I did not care for the 
little-girl voice she uses for the bride 
** breathless with adoration ”’ in the first 
song, and again in at the start of “ Du 
Ring an meinem Finger ”’ ; nor is the tone 
always finely spun enough in “ Siisser 
Freund ”’, though the last words “ dein 
Bildniss *” have the tenderness Erna Berger 
missed, and the excited songs not the over- 
excitement she gave way to. Seefried’s 
veiled tone in the tragic last song is exactly 
right. Erik Werba accompanies very well 
using no pedal in the detached chords of 
the opening song, phrasing artistically, and 
being always at one with the singer. Piano 
tone and balance are not ideal, but better 
than on the Berger disc. 

It is, in my view, Lotte Lehmann who 
brings to the cycle in full measure the 
warmth of tone and depth of expression 
that it needs and in spite of the poor 
reproduction of Bruno Walter’s playing of 
the piano part hers is the performance that 
gives me the greatest pleasure of those now 
available. A.R. 


MENDELSSOHN. Songs. Auf Fliigeln 
des Gesanges, Op. 34, No. 2 (Heine) : 
Es weiss und rat es doch Keiner, 
Op. 99, No. 6 (Eichendorff): Der 
Mond, Op. 86, No. 5 (Geibel): Neue 
Liebe, Op. 19a, No. 4 (Heine): 
Romanze, Op. 8, No. 10 (Fanny 
Mendelssohn) : Schlafloser Augen 
Leuchte, Op. Posth. (Byron): Hexen- 
lied, Op. 8, No. 8 (Hélty) : Lieblings- 
platzchen, Op. 99, No. 3 (from “* Des 
Knaben Wunderhorn ”’): Gruss, Op. 
19a, No. 5 (Heine). 

SCHUMANN. Frauenliebe und Leben, 
Op. 42. Erna Berger (soprano), 
Ernst-Giinther Scherzer (piano). 
H.M.V. ALP1587 (12 in., 41s. 84d.). 

Mendelssohn’s well bred little songs never 

—or very rarely—penetrate below the 

surface: but the best of them, such as two 

in the above collection, Auf Fligeln des 

Gesanges and Neue Liebe, are beautifully 

made and graceful to sing. They suit Erna 

Berger’s clear and flute-like tones admirably 
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and she is particularly delightful in the 
scherzo-like Neue Liebe (“‘ New Love’”’). 
Der Mond (** The Moon ’’) is a pretty song, 
but the most striking of the remainder is 
Gruss, a simple strophic song with a truly 
Schubertian charm. Mendelssohn’s witch 
in Hexenlied is a very tame individual and 
his setting of his sister’s translation of a 
Spanish poem is merely designed to show 
off agility and top notes—which is perhaps 
the reason for Miss Berger’s choice of it. 

She was ill-advised to undertake Frauen- 
liebe und Leben, a cycle that demands a 
power of expression and a variety of tone- 
colour that is not hers to command. I hate 
to say this for this charming artist tackles 
her difficult task with enthusiasm—indeed 
with such great enthusiasm in “Helft mir, 
ihr Schwestern”’ that her sisters would have 
needed to give this bride a tranquillizer : 
and, again, in “An meinem Herzen, an 
meiner Brust ”’, the baby has a pretty rough 
passage in this young mother’s arms. She 
utters “‘dein Bildnis”’ in the preceding 
song in an almost casual way, but the music 
of the last and tragic song does—how could 
it not ?—draw some expressive singing from 
her. 

Ernst-Giinther Scherzer accompanies the 
Mendelssohn songs adequately and once or 
twice with considerable finesse, but he is 
far less good in the song-cycle. The use of 
the sustaining pedal blurs the rest after the 
second beat in “ Seit ich ihn gesehen ”’, the 
accompaniment in “ Du Ring an meinem 
Finger ”’ sounds lumpy, the phrases in the 
fifth and sixth bars before the end of “‘Siisser 
Freund” are run into one another, and 
surely the end of ““An meinem Herzen” 
does not call for rubato. The postlude, 
however, is better played than one dared to 
hope. 

Miss Berger is, then, miscast and poorly 
accompanied in Schumann’s cycle and, as 
I have suggested in another review of it in 
this number, we must look elsewhere for 
what seems to me a near perfect performance, 

In the above disc the voice is well 
reproduced but the piano is rather wooden 
in tone. A.R. 


MILAN. Musica de vihuela de mano. 
Fantasia 1: Romance 1 ‘“ Duran- 
darte”®: Pavane 1: Pavane 4: 
Soneto en ytaliano | “‘ Amor che nel 
mio pensier vive e regna’”’: Pavane 5: 
Pavane 6: Romance 2 “ Sospirastes 
baldovinos”’: Fantasia 9. Walter 
Gerwig (lute), Bernhard Michaelis 
(tenor). 

ORTIZ. Musica de Violones. 3 Recer- 
cadas sobre canto llano: Un Madrigal 
a 4 “QO felici occhi miei” con 2 
Recercadas sobre el mesmo madrigal : 
Recercada quarta por Violon solo: 
Una_ cancién francesa ‘“ Doulce 
memoire ” con 2 Recercadas sobre la 
memos cancién: 4 Recercadas sobre 
tenores [talianos. August Wenzinger 
(viola da gamba), Margot il- 
leaume (soprano), Eduard Miiller 
(harpsichord). D.G.G. Archive APM 
14075 (12 in., 41s. 9d.). 

I remember thinking very highly of the 

EP issued early last year of music by Ortiz 
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and now D.G.G. have brought out a 
12-inch disc containing all that the EP had, 
plus six more items by Ortiz, together with 
a generous selection from a famous Spanish 
tablature of the early sixteenth century. To 
sum up briefly, the Trattado de glosas was an 
instruction book showing how to play 
variations on the viola da gamba, with or 
without keyboard. Though there were two 
editions, one in Italian and one in Spanish, 
copies are extremely rare now, though 
fortunately a facsimile is available for those 
who wish to study the music more closely. 

This new selection gives a wide survey of 
the book’s contents, which was divided, 
broadly speaking, into three parts, corre- 
sponding to the three ways of playing— 
variations of a free nature, those based on a 
cantus firmus, and those deriving from a 
madrigal or chanson. The new arrivals to 
the disc are examples of variations on a 
cantus firmus (canto llano refers here not 
to plainsong, but to a secular ground bass 
known as “ I] Re di Spagna ”’) and a chan- 
son by Sandrin (Doulce mémoire) with two 
“* recercadas ’’, which is the name consis- 
tently applied to the variation throughout 
the book. 


August Wenzinger is his usual excellent 
self, and he is ably supported by Eduard 
Muller, who also accompanies Margot 
Guilleaume in the Sandrin chanson. Some 
of these flights of musical fancy by Ortiz are 
charming aad colourful; some are less 
good, though even here the performances 
almost convince one that there is something 
to be said for the music. Doulce mémoire is a 
lovely tune, and its popularity was well 
deserved: Lassus was one of those who 
based a setting of the Mass on it. 


The reverse of the disc brings new 
material, well recorded and_ expertly 
performed by Walter Gerwig, prince of 
present-day German lutenists, and Bernhard 
Michaelis, a light tenor with excellent taste 
and good diction. They perform music 
from Luis Milan’s El Maestro, an instruc- 
tion book for the vihuela published at 
Valencia in 1536. The vihuela was akin to 
the guitar, though its repertory and tuning 
connects it more closely with the lute. 
Milan arranged his book so that beginners 
could learn at first to play easy pieces, and 
progress by degrees to the more difficult 
and flamboyant examples of solo com- 
position—tafier de gala, as he called it. 
Besides the fantasies, tientos, and pavanas 
there were songs for voice and vihuela, and 
this disc brings us one soneto (Amor che nel 
mio pensier) and two romances (Durandarte ; 
Sospirastes baldovinos). They are well sung 
by Michaelis, though the tessitura seems a 
little too high for him. It is possible that 
Gerwig has tuned more closely to modern 
pitch standards than the lower, more 
relaxed pitch of the early sixteenth century. 
Michaelis lends a proper heroic touch to 
the verses about Roland, the good, proven 
knight (Durandarte) and his phrasing is 
convincingly musical. 

In the solo items, there are two fantasias 
chosen from the first ten, all of which exploit 
the polyphonic vein. It is a pity that no 
example was given from the next set, which 
had to be played (according to Milan 
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himself) in a fairly free tempo, the orna- 
mented passages fast and the solid harmonic 
ones slowly. Gerwig is too accurate a 
player, too rock-steady in his tempi, ever to 
indulge in such frivolities: under his 
fingers, the music of Milan retains its charm 
but gains in learnedness. The dances, 
however, are well done, and they give us 
three typical pavanas and one rather 
unusual one (No. 6) which is,-contrary to 


custom, in triple measure. This is, never- 


theless, a particularly attractive piece and 
the disc, opening up new vistas in music of 
the Renaissance, is delightful. D.S. 


PSALMS. No. 99 (100): Cry out with 
Joy. No. 42 (43): Defend me 
O God. No. 22 (23): The Lord is 
my Shepherd. No. 129 (130): Out 
of the Depths. No. 50 (51): Have 
mercy on me. No. 90 (91): He 
who dwells. No. 41 (42): Like the 
Deer that yearns. No. 8: How 
great is your name. Nos. 22 and 
129 sung by a section of the West- 
minster Cathedral Choir directed 
by George Malcolm. The remainder 
sung by children from St. Benedict’s 
Village School, Stratton-on-the- 
Fosse, Monks from Downside Abbey 
and the Edgar Fleet Quartet directed 
by Dom Gregory Murray. Grail 
GR24 (10 in., 30s. 11d.). Issued by 
The Grail (England), 58 Sloane 
Street, London, S.W.1. 

A movement for singing the Psalms in the 
vernacular to melodies that could more 
easily be grasped by ordinary congregations 
than the plainsong psalm tones and anti- 
phons was started in France by a young 
French Jesuit, Father Gelineau, with a team 
of helpers, a few years ago and became an 
immediate success, spreading far and wide 
throughout the country. It was a wonderful 
experience to hear, as I did one Sunday in 
June in Chartres Cathedral, two years ago, 
a huge congregation taking part in some of 
these psalms wholeheartedly, instead of 
remaining silent throughout the High Mass 
leaving the choir to do all the singing. The 
movement has now begun to spread in this 
country and there has been an insistent 
demand for such a disc as The Grail have 
now provided. The sales of the two LPs 
recorded in France continue to be very 
large and it is to be hoped the present disc 
—which should be of interest to all Christian 
denominations—will have a similar success. 
Father Gelineau had to make a new trans- 
lation of the psalms so as to provide the 
right rhythmic patterns for the singing and 
the same thing has had to be done in the 
English versions published, with the music, 
by The Grail. 

The melodies, inspired by ancient liturg- 
ical models and by folk music, are modal in 
character. 

It will be seen that the singing is under- 
taken by monks and the children of a 
village school in Somerset, and by two 
professional bodies, the Edgar Fleet Quartet 
and the Westminster Cathedral Choir. 

Examples are given of solo, unison, and 
harmonised singing in the different forms of 
direct, responsorial, alternate, and anti- 
phonal psalmody. 


June, 1958 


The enunciation of all concerned is so 
clear that every word can be heard and the 
quality of the recording is excellent. The 
monks’ choir, and their cantor in particular, 
tend to spread their vowel sounds—a very 
usual ecclesiastical fault—but sing well and 
expressively. The harmonised sections are 
very well done by them and the children. 
A fine bass is the cantor in the appealing 
setting of one of the best loved psalms, The 
Lord is my shepherd, with the admirable West- 
minster Cathedral Choir, and Like the deer 
that yearns is sung very acceptably by the 
Edgar Fleet Quartet. This disc succeeds 
admirably in its object. A.R. 


STRAUSS, R. Lieder. Sch6n sind, doch 


kalt: Meinem Kinde: Die Nacht: 
Die Georgine: Die Zeitlose: Die 
Verschwiegenen. Annelies Kupper 


(soprano), Hans Altmann (piano). 
D.G.G. EPL30297 (7 in., 16s. 84d.). 

Annelies Kupper’s selection of Strauss’s 
songs includes four that will be unfamiliar 
to most people—we have had Meinem Kinde 
from Aase Nordmo-Lévberg and Die Nacht 
from Fischer-Dieskau—and are therefore 
welcome. 

This is not a record for those who demand 
complete steadiness of tone but I myself 
respond to this generous, well phrased, 
singing and can overlook the occasional 
wobble. Miss Kupper has a feeling for words 
and is completely at home in the Strauss 
idiom. 

Schén sind, doch kalt die Himmelsterne (‘‘ How 
cold, altho’ arranyed in splendour, the 
golden stars loftily shine ”’) rises to a stirring 
climax, and Die Zeitlose (“‘ The Saffron ”’), 
one page long, is an effective little song 
about the pretty flower that (according to 
the poet, if not to the horticulturist !) 
*‘ breathes poison”, Miss Kupper is very 
good in this song and she does her best for 
the less inspired songs Die Georgine (‘‘ The 
Dahlia ’’), the autumn flower compared 
with the too late flowering of love, and Die 
Verschwiegenen (‘“‘ The silent flowers’) in 
which the camellia and violet complain of 
love’s betrayal. 

An enjoyable recital, therefore, for the 
Strauss addict, well accompanied by Hans 
Altmann. A.R. 


TIPPETT. A Child of our Time. 
Richard Lewis (tenor), Richard 
Standen (bass), Elsie Morison 
(soprano), Pamela Bowden (con- 


tralto). Royal Liverpool Phil- 
harmonic Orchestra and Choir 


conducted by John Pritchard. The 
Midsummer Marriage: Ritual 
Dances. Orchestra of the Royal 
Opera House, Covent Garden, con- 
ducted by John Pritchard. Pye 
CCL30114-5 (two 12 in., 79s. 11d.). 
Recorded in association with the 
British Council. 

A Child of our Time, first performed in 
1941, is a twentieth-century Passion Music 
in which the protagonist is not divine, but 
human. If I may quote from Mr. Scott 
Goddard’s fine article on Tippett, in Grove : 
** In an age of peculiarly embittered ideo- 
logies, Tippett’s attitude is not political but 
religious. The child killed in our time by 
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MOZART 

Clarinet Concerto In A, K.622. 

Bram de Wilde (Clarinet) 

The Concertgebouw Orchestra 

conducted by Eduard van Beinum. 

Concerto for Flute, Harp, and Orchestra in C, K.299. 
Hubert Barwahser (Flute), Phia Berghout (Harp) 
The Concertgebouw Orchestra 

conducted by Eduard van Beinum. 

ABL 3217 
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HAYDN 

Quartet in G Major, Op. 76, No. |. 
Quartet in D Minor, Op. 76, No. 2. 
The Budapest String Quartet. 
ABR 4050 
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FAVOURITE SONGS 
Drink to me only with thine eyes. 
le The Ploughboy. 
J My Lady Greensleeves. 


Believe me, if all those endearing 
young charms. 


My love is like a red, red rose. 
Bonnie Mary of Argyle. 
Murray Dickie (Tenor). 
John Pritchard (Piano). 
NBE 11070 
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DELIBES 
Ballet Suite—Sylvia. 
Prelude— Les Chasseresses. 
Intermezzo — Valse lente. 
Pizzicati. 
Cortege de Bacchus. 

The Lamoureux Orchestra (Paris) 
conducted by Jean Fournet. 

N BE 11076 
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BEETHOVEN 

Violin Sonata No. 7 in C minor, Op. 30, No. 2. 
Violin Sonata No. 10 in G, Op. 96. 

Arthur Grumiaux (Violin), Clara Haskil (Piano). 
ABL 3207 


CORELLI 


Concerto Grosso Op. 6, No. 10 in C. Concerto Grosso Op. 6, No. 4 in D. 
Concerto Grosso Op. 6, No. 7 in D. Concerto Grosso Op. 6, No. 9 in F. 


| Musici. 
ABR 4069 


RACHMANINOV 
The Romantic Music of Rachmaninov: 


The 18th Variation (From Rhapsody on a Theme of Paganini, Op. 43). 


Prelude in E Flat, Op. 23, No. 6 (Reverie). 

Prelude in G Minor, Op. 23, No. 5 (Militaire). 

Prelude in G, Op. 32, No. 5. 

Prelude in G Sharp Minor, Op. 32, No. 12. 

Prelude in C Sharp Minor, Op. 3, No. 2 (Song of Fate). 


Piano Concerto No. 2 in C Minor, Op. 18 (Excerpt from 3rd Movement) 


Serenade, Op. 3, No. 5. Melodie in E, Op. 3, No. 3. 
Etude-Tableau in C, Op. 33, No. 2. Vocalise, Op. 34, No. 14. 
Daisies, Op. 38, No. 3. 

Symphony No. 2 in E Minor, Op. 27 (Excerpts from the Scherzo). 
Leonid Hambro (Piano). Andre Kostelanetz and his Orchestra. 
§$BL‘°5225 


GADE 3 
Overture: Ossian, 


HARTMANN 

Overture: Hakon Jarl. 

The Danish State Radio Symphony Orchestra — John Frandsen. 
SBR 6231 


SIBELIUS 

Symphony No. |. in E Minor, Op. 39. 

The Royal Philharmonic Orchestra —Sir Thomas Beecham, Bart. 
2 B R 62 45 | . 


Tc H Al KOVSKY 3 
Swan Lake— Ballet, Op. 20. Vol. Il. Mazurka (Act 3). 
Scene and Waltz (Act 3). 
Hungarian Dance— Czardas (Act 3). Final Scene (Act 4). 
Andre Kostelanetz and his Orchestra. 

NBE 11074 | 
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LONG-PLAYING RECORDS 





Philips Electrical Limited, Gramophone Records Division, Stanhope House, 
Stanhope Place, London, W.2. Philips are world-renowned makers of =~ 
Radiograms, Record Players and Record Playing Equipment incorporating 
the famous ‘Featherweight’ Pick-up. 
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one totalitarian group stands for millions 
who in former ages have suffered a like fate 
and for all those of tomorrow; he is a 
symbol for all bewildered and trapped 
humanity.”’ The form is that of a Passion, 
with a narrator, with choruses and arias 
sometimes narrative, sometimes reflective, 
sometimes in commentary. Instead of 
chorales, there are Negro spirituals. In 
theory, this may seem a rather startling and 
perhaps inappropriate idea: but when we 
hear the music, we find that the intro- 
duction of the spirituals is natural, fitting, 
and deeply moving. 

The work is not even ; but at least two- 
thirds of it is inspired and original, in the 
sort of way that Berlioz’s Infant Christ is. 
Tippett’s counterpoint and his peculiar, 
unconventional scoring sound the overtones 
of human experience: the deep communi- 
cativeness of his compassionate and visionary 
music is not something that can be put into 
words ; it must be experienced. And in 
many ways, we can experience it even more 
profoundly in this very fine gramophone 
performance than in the concert hall: we 
hear the voices—of the Boy, of his Mother, 
of the oppressed multitudes—without having 
to see a platform filled with well-fed ladies 
and gentlemen in evening-dress. Without 
distraction, we are put directly in touch 
with the music. 

The performance is, almost without 
qualification, a superb one. Richard Lewis 
and Richard Standen are both excellent. 
Elsie Morison sings with feeling and under- 
standing, but her actual timbre is a little 
more bright, almost boyish, than one would 
ideally like to hear in music which calls for 
the sort of soprano that Joan Cross had. 
Pamela Bowden, too, has a rather odd 
timbre, strangely like falsetto-tenor or 
counter-tenor around F on the treble stave. 
If we did not know, we might think it was 
a counter-tenor singing her first solo, ““ Man, 
man has measured’. ‘The words of the 
Liverpool Choir are not distinct, but their 
singing is otherwise very fine. John 
Pritchard’s reading of the score is masterly 
and extremely sensitive. The recording 
comes as close as any I know to recreating 
the sound of soloists, choir and orchestra in 
a hall with admirable acoustics. It is 
extremly vivid and lifelike, yet without 
exaggerations that make one conscious of 
engineers at work. 

A Child of our Time takes three sides of the 
set, and the fourth is given to the Ritual 
Dances from Tippett’s opera, The Midsummer 
Marriage. Superficially, these four dances 
parallel the four movements of a classical 
symphony: an allegro (The Earth in 
Autumn), a slow movement (‘The Waters in 
Winter), a scherzo (The Air in Spring) and 
finale (Fire in Summer). They can be 
njoyed on a purely descriptive level, for 
they contain some of Tippett’s most 
picturesque music: the long, loping ground- 
bass to which the hound tracks the hare, the 
murmuring violas suggesting the still water, 
streaked suddenly by the silvery flash of two 
clarinets ; or the cruel, sudden descent of 
the hawk. The first three dances, as those 
who saw The Midsummer Marriage will 
remember, come from the second act of the 
opera. The Prelude to them opens with a 
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shimmering figuration on flutes, clarinet and 


_ harp, beneath which the horns and then 


the strings sing a cantilena redolent of 
summer heat. In this amorous atmosphere, 
Bella, the pretty Secretary, is determined to 
bring her mechanic sweetheart, Jack, “‘ to 
the point ”. A motif on the celesta leads us 
into the world of symbolism and magic. 
The three dances—the hound chases the 
hare ; the otter chases the fish ; the hawk 
chases the bird—show the female’s cruel 
pursuit of the male. The fourth dance, from 
the closing scene of the opera, is an 
apotheosis ; it transfigures the violence that 
natural instincts release, and expresses the 
glory of the perfect human relationship, 
founded on self-sacrifice and understanding, 
the goal of Tippett’s ‘‘ quest ”’ opera. 
John Pritchard (who conducted the 
Covent Garden performances of The Mid- 
summer Marriage) gives an equally remark- 
able performance of these Dances, with the 
Opera House Orchestra ; and the record- 
ing again is excellent. The chorus, by the 
way, which sings in the final dance when 
the opera is staged, is not used in this 
concert version. A miniature score of the 
Ritual Dances is published by Schott, at 
10s. 6d., but those who acquire the record 
should also try to follow them once with 
the vocal score, in which the action (the 
action Tippett had in mind, not that which 
is practicable for the choreographer) is set 
above the music. The vocal score of A Child 
of our Time is also published by Schott, at 
10s. 6d. A.P. 


OPERATIC 


BELLINI. (a) La Sonnambula: “ Care 
compagne”; “Come per me sereno”’ 
- (Act 1). (6) I Puritani: ““O rendetemi 

la speme” ; ‘‘Qui la voce”’ (Act 2). 


CHERUBINI. (c) Medea: “ Dei tuoi 
figli? (Act 1). 
SPONTINI. (c) La Vestale: “Tu che 


invoco” ; ““O Nume tutelar”’ (Act 2) ; 
“Caro oggetto” (Act 3). All with 
Maria Meneghini Callas (soprano) 
and the orchestra of La Scala, Milan, 
conducted by (a) Amtonino Votto, 

(6) and (c) Tullio Serafin, with ()) 
Nicola Rossi-Lemeni (bass) and 
Rolando Panerai (baritone). 
Columbia 33CX1540 (12 in., 41s. 84d.). 
This wonderful record gives us not only 
Callas at her most spell-binding and enthral- 
ling, but also four beautiful arias not other- 
wise obtainable in the British catalogues. 
Spontini was Napoleon’s favourite com- 
poser: his La Vestale (1807) has been 
described a ** B-picture Norma ’”’, and so it 
is in plot—Norma without the patriotic 
element. Giulia, a vestal virgin, loves 
Licinio, a Roman general. The second act 
opens in the Temple of Vesta, where Giulia 
has been entrusted with keeping up the 
sacred flame. ‘“‘ Tu che invoco”’ is her 
tremendous scena: first, a slow but 
passionate prayer to the Goddess to dispel 
her sacrilegious love ; then a tremendously 
dramatic declamatory section, with whirling 
orchestra, in which Giulia realises that Vesta 
refuses her prayers ; this turns to tenderness 
when she recalls Licinio; and in the 
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cabaletta, Giulia begs the gods to stay their 
vengeance until she has seen Licinio once 
more. Between this and the next excerpt on 
the record there is a love duet, which 
occupies Giulia’s attention so fully that she 
lets the fire go out. The High Priest returns, 
and Giulia is condemned to death. In 
““O Nume tutelar”’ she prays tha: the 
identity of her lover may never be 
discovered. 

La Vestale was revived for Ponselle at the 
Metropolitan in 1925, and in 1926 she 
recorded the same two titles (the first part 
only of “* Tu che invoco’’). The second of 
these is perhaps the finest recording Ponselle 
ever made. Edward Johnson, the Licinio of 
the performance, in later years declared that 
** every vocal student should be required to 
listen to them at least once a week as 
examples of the seamless scale”’ (and if 
Decca would issue the Ponselle Camdens, 
our vocal students will be able to do so). 
Ponselle’s crescendo on the word “‘Latona’’, 
at the beginning of the second line, her 
crescendo before the soft closing phrases— 
in general, her control of tone—afford some 
of the most perfectly executed and artistic 
examples of great singing ever put on disc. 
Callas is perhaps not quite so superb ; the 
tone misses the mysterious beauty of 
Ponselle’s. But then she is superb too; 
makes much more of the words; and 
certainly characterises “‘ Tu che invoco” 
more fully, more intensely. She is magni- 
ficent in the dramatic and tender passages 
which follow, that Ponselle did not record. 

Cherubini’s Medea (1797) is a great 
Callas showpiece, and those who heard the 
B.B.C. broadcast of this noble, exciting 
opera will rejoice that the firm of Ricordi 
has announced a complete recording of it, 
with Callas in the title role. The “‘ preview” 
on this record is certainly exciting, for again 
La Divina is at the top of her form. 

The Sonnambula and Puritani scenes come 
from the complete recordings ; but there is 
a difference in “‘ Come per me’”’. The final 
note, in the complete set, was sharp and 
unsteady. It is still sharp, but no longer 
wavers. (Can the Columbia engineers have 
been snipping at the tape ?) The piece is 
presented complete, with recitative and 
cabaletta ; when reviewing the complete 
set I drew attention to the vividness of the 
recitative, and to the marvellously delicate 
and virtuosic upward arpeggios—high art 
—with which Callas decorates the second 
verse of ** Sovra il sen”. Elvira’s Mad Scene 
is also complete, except for a short tran- 
sition passage between ‘‘ Qui la voce ” and 
“Vien, diletto ”’. ‘* Qui la voce” is some 
of the most beautiful music ever composed, 
and Callas handles it lovingly, delicately, 
with incandescent art and amazing vocal 
skill. The performance is not faultless—in 
some of the rising sixths in which the air 
abounds the tone opens out in a faintly 
ugly way—but it is unforgettable. In 
** Vien, diletto ”, we must notice especially 
the triplets, marked by Bellini sotto voce, to 
the words “ o Arturo mio ” and “ alla tua 
Elvira’ ; tone and phrasing are perfect. 

The recording of all these arias is first- 
rate, without a hint of shrillness or dis- 
tortion, and with an excellent balance 
between voice and orchestra. A.P. 
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DONIZETTI. Rita. 
Rita Giuseppina Arnaldi (sop.) 
Beppe Carlo Franzini (ten.) 
Gasparo Paolu Montarsolo (bar.) 
Bortolo anon, (speaking) 
Symphony Orchestra of Radiotele- 


visione Italiana, Turin, conducted 
by Umberto Cattini. Cetra LPC1257 

(12 in., 41s. 9d.). 
Donizetti’s delightful one-act opéra comique, 
Rita, is a variation on the old theme— 
Tennyson’s Enoch Arden presents it in serious 


form—of The Sailor’s Return. It’s a lovely 


spring morning in Bergamo. Rita comes 
out of the inn she keeps, caroling happily : 
she loves her pretty little inn, and loves her 
model little husband, who, with the help 
of an occasional box on the ear, does just 
what he’s told. ‘“ What a difference 
between my Beppe and that Gasparo I was 
once married to, that brute who beat me: 
well, he was lost at sea ”’. 

But Gasparo turns up, very much alive ; 
and there are all sorts of playful complica- 
tions before the situation is happily resolved. 
This opera, late Donizetti, bubbled out as 
relief for a fit of boredom in 1841. La 
Favorita was playing to good houses at the 
Opéra, the composer had disagreed with 
Scribe about his next subject, and turned 
down two librettos proposed by the Opéra- 
Comique. According to a quite possibly 


true story, he met Gustave Vaéz, librettist 
of La Favorita, in the Boulevard des Italiens, 
and cried: ‘* Save my life, and let me have 
a text of some kind, any kind, just so that 
I begin to work again ”’. 


Donizetti went 
home with the words of the first aria, and 
had musicked them by the time the second 
instalment arrived the next morning. But 
although the opera was ready within a 
week, for some reason or other it had to 
wait until 1860 for its first, posthumous 
performance. 

It was revived at Bergamo some years 
ago, in an Italian version, by Enrico 
Colosimo, and was then taken up by the 
Piccola Scala company—in a _high- 
spirited performance by Eugenia Ratti, 
Luigi Alva and Renato Capecchi, with 
Giuseppe Nessi turning in an endearing 
little character-study in the small speaking- 
role. The cast on the recording is that of the 
Bergamo revival, and they give a vivacious, 
attractively turned performance that is 
thoroughly recommendable. The recording 
has faults—some evident tape-joins—but 
no very serious ones, and is quite adequate. 


The music is sparkling, gay, and delicately 
worked, with light-hearted little touches 
such as the quasi-scholastic inversions in the 
miniature Overture, an abundance of 
pretty melody, and some delicious orchestra- 
tion. The three soloists have an aria apiece, 
there are three duets, one in each combina- 
tion, and a final trio. The musical numbers 
are linked by spoken dialogue ; and Rare 
Records have done well to provide (for 
3s. 6d.) a libretto with literal English 
translation. 

This libretto, the work of F. J. Adams, 
has some admirable features ; I was glad 
to note that he had checked the text against 
the record, and amended it where it 
differs from the version published by 
Ricordi. But I feel that the firm has made a 
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mistake in printing it in the “ Dubonnet ” 
style, with the Italian and English “ inter- 
leaved ’’, instead of in parallel columns. 
Since there is not even the spacing between 
pairs of lines which E.M.I. use in their 
librettos, it is rather tiresome to follow. 
Rare Records also seem to believe firmly 
that Gustave Vaéz was called ‘* Gustav 
Vaég”’; and they give no indication that 
the text was originally French, and that 
their translation is one of Colosimo’s Italian 
versions. 

I have not heard the other recording of 
Rita, with Graziella Sciutti, Cestari and 
Marcello Cortis, under René Leibowitz, 
but since this is published by the French 
firm of Barclay, there seems no imminence 
of its arriving here. A.P. 


LEONCAVALLO. (a) I Pagliacci: “Vesti 
la giubba . . . Ridi, Pagliaccio”’. 
MASCAGNI. (5) Cavalleria Rusticana : 
“Mamma quel vino!” 

TCHAIKOVSKY. (c) Pique Dame: 
**What is our life?”?’ Dimiter Uzunov 
(tenor), Prague Smetana Theatre 
Orchestra conducted by (a and 3) 
Zdenek Folprecht, (c) Jaroslav 
Vogel. Supraphon SUEC810 (7 in., 
13s. 24d.). 

Dimiter Uzunov must have a very loud 
voice, and this is a very noisy record, which 
calls for the volume control to be set well 
down. He yells most of the music, some- 
times on but sometimes around the note. 

A.P. 


PUCCINI. Suor Angelica. 
Suor Angelica Victoria de los Angeles (sop.) 
La Zia principessa Fedora Barbieri (m.-sop.) 
La badessa Mina Doro (m.-sop. 
La suora zelatrice Corinna Vozza (m.-sop. 
La maestra delle novizie mm, Doro (m.-sop. 


Suor Genovieffa aay os me (sop.) 

Suor Osmina Santa ri (sop.) 
Suor Dolcina Anna Marcangeli (sop. 
La suora infermiera byron a et ote, 
- Mar e sop.) 

Le cercatrici Santa Chissari (sop.) 

Una novizia a Chissari is0p-} 
via Bertona (sop.) 

Le converse Maria Huder (m.-sop.) 


Orchestra and Chorus of the Rome 
Opera House conducted by Tullio 
Serafin. Chorus Master: Giuseppe 
Conca. Assistant Conductor: Luigi 
Ricci. H.M.V. ALP1577 (12 in., 


41s. 84d.). 
Previtali me (10/57) LPC50030 
In his edition of Puccini’s letters Giuseppe 


Adami relates the touching story of the 
composer’s visit to the convent near Lucca 
where his eldest sister was a nun, in order 
to play and explain Sister Angelica to the 
community. The nuns were enthralled but 
curious to know, as Puccini went through 
the opera, why Angelica was so sad. When 


he came to the scene of the princess aunt. 


Puccini stopped in some embarrassment— 
for he had now to reveal the nun’s guilty 
secret and also account for her suicide. 
But as he played and sang the phrase to the 
words, ““O Madonna, Madonna, salvami”’ 
all the nuns exclaimed through their tears, 
** Yes, yes, poor thing ”’. 

Puccini was greatly moved by the 
Christian charity and compassion of the 
real nuns in regard to their sister, whose 
theatrical origin they had quite forgotten. 
The end of the exquisite little opera may 
seem contrived on paper but in a perform- 
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ance so fine as the one we have now it sounds 
convincing and one can understand how 
real the story seemed to that enclosed 
community. 

The seven or eight-year-old Cetra disc 
drew praise from L.S., which the perform- 
ance certainly deserved, but the recording 
shows its age and must now yield place in 
almost every way to the new issue. Its one 
slight weakness is the Princess of Fedora 
Barbieri, not as regards her conception of 
the character, which she makes as cold and 
inexorable as it demands, but as regards 
the equally inexorable loudness of her 
singing. ‘This is in itself magnificent, but 
less vocal power would in no _ way 
have detracted from the impact of this 
dramatic scene and kept the character 
wholly in the picture. Cetra’s Mitri 
Truccato Pace gave the part just the right 
degree of stern emphasis. 

Victoria de los Angeles’ performance as 
Sister Angelica demands superlatives: it is 
in every way perfect, beautifully sung, 
infinitely touching, and free from the 
slightest suggestion of theatricality from the 
moment we hear her singing, within the 
chapel, “‘ Prega per noi peccatori ”’, to the 
ecstatic phrase in the scene of the miracle, 
just before Angelica dies, “OQ Madonna, 
salvami’”’, which culminates in a ringing 
top C. 

Most moving is her singing of the lovely 
artoso “I desideri sono i fiori dei vivi” 
(‘* Wishes are buds adorning living bodies, 
never blooming where death holds her 
calm sway’) which ends with one of 
Puccini’s soaring phrases to the words, “‘ O 
my sister, we die to live anew ”. Her quiet 
moments are no less memorable, particu- 
larly when Angelica hears of the arrival of 
the Princess and calms herself to say to the 
Abbess, “* Madre, sono serena e sottomessa ”’ 
(“* Mother, I am calm and submissive ”’). 

Whatever I missed of poignance in her 
performance of Butterfly some years ago 
is now found in full measure in this 
performance. She rises to the full height of 
the great aria that is the centrepiece of the 
opera and makes it indeed almost unbear- 
ably moving. 

The small parts are all well done and 
clearly differentiated. Lidia Marimpietri 
deserves a special word of praise for her 
fresh and charming singing in the part of 
Sister Genevieve, and Santa Chissari has 
her moment in three words, “It’s not 
true ’’, as the rebellious nun who bangs the 
door behind her when accused of concealing 
some roses in her habit—a bang duly 
registered on the disc! 

It is abundantly clear that Tullio Serafin 
loves this opera: he draws very beautiful 
playing from the orchestra, secures just the 
right tempi, and establishes at once the 
right mood in each scene. 


(The Cetra recording, by the way, cut the 
little scene of the wasps who have stung one 
of the sisters and who are vividly depicted 
in the orchestral part, but in this issue it is 
restored.) 

The recording allows us to hear all the 
detail of the wonderful orchestral part 
which, as Specht said in his biography of 
the composer, recalls the colours in Murillo’s 
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conducting THE N.B.C. SYMPHONY ORCHESTRA 
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Symphony No. | in C; 

Symphony No. 2 in D 
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Symphony No. 3 in E flat—‘Eroica’ 
RB-16102 
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RB-16103 
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conducted by REINER 
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RAVEL STRAVINSKY 
Ma meére l’oye Petrushka 
DEBUSSY LXT 5425 
Nocturnes: 
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LXT 5426 for Cello and Orchestra, Op. 33 
MAURICE GENDRON (Cello) 
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No. 15 in F minor, Op. 55, No. 1; RB-16053 


G / U D / TTA direct from Vienna... 


HILDE GUEDEN, EMMY. LOOSE, WALDEMAR KMENTT, 
MURRAY DICKIE, WALTER BERRY 
The Vienna State Opera Chorus and Orchestra 
conducted by RUDOLF MORALT 

LK 4238/40 


__. one of Vienna’s favourite operettas is here offered for the first time complete 
on LP. An all-star Viennese cast 1s superlatively recorded and gives a delightful 
performance which will captivate everyone. , 
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with THE VIENNA PHILHARMONIC ORCHESTRA 
conducted by HANS KNAPPERTSBUSCH 


BRAHMS 
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MAHLER 


Kindertotenlieder 
Lieder eines fahrenden Gesellen 


LXT 5395 


KNAPPERTSBUSCH f& 


conducting THE VIENNA PHILHARMONIC ORCHESTRA 


VIENNA HOLIDAY 





J. STRAUSS ZIEH 

Radetzky march Wiener Burger waltz 

KOMZAK J. STRAUSS 
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J. STRAUSS Tales from the Vienna Woods waltz 
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conducting THE VIENNA PHILHARMONIC ORCHESTRA 
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JOHANN AND JOSEF STRAUSS 
Pizzicato polka LXT 5418 
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Symphony No. 99 in E flat major 


KUBELIK 


conducting LHE VIENNA PHILHARMONIC ORCHESTRA 


BRAHMS 
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LXT 5417 ) DECC 


Serenade in E major for String Orchestra, Op. 22 
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MUNCH 


conducting THE BOSTON SYMPHONY ORCHESTRA 


PROKOFIEV 
Romeo and Juliet 


RE-25001 
Complete in 10-page illustrated album: 41/9 tax paid 


RUBINSTEIN 


with the SYMPHONY OF THE AIR conducted by JOSEF KRIPS 


BEETHOVEN 
Piano Concerto No. 5 in E flat major, Op. 73—‘Emperor’ 
RB-16045 : 
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paintings. He also says, in his account of 
the opera, that every time Lotte Lehmann 
sang in the name part the heart of the 
public was touched. And so, I feel sure, it 
will be by those who hear this equally 
beautiful performance by Los Angeles and 
all those associated with her. A.R. 


ORFF. Der Mond. 
Der Erzahler 
ist Bursche 
2nd Bursche 
8rd Bursche 
4th Bursche 
Ein Bauer 
Petrus 
Ein Schultheiss 


Rudolf Christ 

Karl Schmitt-Walter 
Helmut Graml 

Paul Kuen 

Peter Lagger 
Albrecht Peter (bar.) 
Hans Hotter (bar.) 


Ein Wirt Willy Rosner (diction) 
Ein kleines Kind Teresa Holloway (diction) 
Philharmonia Orchestra, Chorus 
and Children’s Chorus conducted by 
Wolfgang Sawallisch (Chorus- 
master: Wilhelm Pitz). Columbia 
33CX1534-5 (two 12 in., 83s. 5d.). 
When I reviewed the Columbia recording 
of Carl Orff’s third scenic work, Die Kluge, 
it was with slight embarrassment that I 
owned how much I had enjoyed it ; for— 
although Orff’s pieces are performed con- 
stantly by every German house—in this 
country, people of discernment tend to 
dismiss his music as babyish, crude, and to 
suggest that only the immature or the 
impure of heart can respond to it. Mr. 
Ernest Newman, however, can be called 
neither of these; and he has come out 
firmly on the side of the Orffians.. With his 
blessing, we can go ahead and enjoy in our 
simple way the rhythms and straightforward 
tunes and orchestral primary colours that 
the fiendishly clever Bavarian composer has 
assembled for us. If you have heard Carmina 
Burana or Die Kluge, you will know whether 
Der Mond (The Moon) is for you or not, since 
it is contrived to the same formula. The 
tunes, however, are not quite so catchy, and 
there is not the variety and contrast afforded 
by having a soprano soloist. The only 
women in Der Mond are in the choruses. 


The opera was composed in 1937-8, 
immediately after Carmina Burana and before 
Die Kluge, and first produced in Munich in 
1939. It was revised the following year, and 
a vocal score of this Neufassung is obtainablé 
from Schott (price 30s.). Since then, the 
composer has made a few more changes, of 
which the only significant one is that a solo 
for Peter, formerly sung to the tune of “ In 
cellar cool ’’, is now spoken. The work is 
subtitled Ein kleines Welttheater, or ‘“‘A 
Theatrical Microcosm ”’—or, as William 
Mann suggests in his notes, ** A Look at the 
World through the Wrong End of a 
Telescope”. Based on a tale by Grimm, the 
libretto can be read as thinly veiled anti- 
Nazi propaganda: the right place for the 
Moon is where it can give happiness to all 
men, not just to a chosen few. The opera 
falls into five scenes, divided by explications 
of the Narrator. Four Burschen (“‘ chaps ’’) 
from a country where there is no light in the 
sky at night steal the Moon which the 
inhabitants of another, more fortunate, 
country keep hung on an oak tree. 
Scene | is the theft, Scene 2 the rejoicing in 
the hitherto Moon-less country. But as each 
Bursche dies, he insists on having his quarter 
of the moon buried with him. Among the 
dead, the Burschen reunite their quarter- 


(ten.) 
(bar. ) 
(bar.) 
(ten.) 
(bass) 
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moons, and the light thus produced wakes 
up all the other dead, who have a whale 
of a party. Peter, up in heaven, is disturbed 
by the noise, and deals with the situation 
like a true diplomat. He encourages the 
party, himself leads the revellers in a 
drinking song, and then sings them back to 
sleep with a lullaby. Then he sets the moon 
in the sky, where its light will be useful to 
all living men ; and the opera closes with 
a lazy, lilting serenade plucked on the zither 
—happy people gazing at the moon, and a 
serene C major barely disturbed by the 
snores (D flat) of the peacefully sleeping 
dead. 

The performance, from the same studio 
as the brilliant one of Die Kluge, and with 
many of the same singers, is as good as can 
be. The Burschen, the Peasant and the 
Mayor are first rate. Rudolf Christ is 


# 
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Recording *‘ Der Mond”? at the E.M.I. Studio 


Peter Lagger, Karl Schmitt- Walter, 


, A 
Helmut 
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excellent as the Narrator. It is almost dis- 
concerting to hear Hans Hotter’s noble tone 
and style as Peter, for, in this musical 
context, it is as if Wotan had gone slumming. 
Hotter sings the Lullaby, and all the 
reflective music, most tenderly and beauti- 
fully, but in the Drinking Song he loses 
focus, and hits around the notes, letting 
down the fantastic standard of accuracy 
which Sawallisch obtains from his other 
singers, chorus and orchestra. 

With only one qualification, the recording 
is superlative: I find that I have to reset 
the volume control three or four times 
during a complete performance: what is 
right for one side proves too loud for another. 
Otherwise, the sound is amazingly vivid, 
and a brilliant demonstration of what 
modern recording can achieve. The per- 
spective effects are excellent, the big forces 
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left to right, Rudolf Christ (narrator), 
(the -Four Burschen). 


bbey Road: 
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are accommodated with ease, and there is 
lots of “‘ space ”’ in which everything can 
sound clearly. Some of the “ trick ”’ sounds 
are startling. Some are relatively simple, 
dice being rattled or ninepins sent spinning, 
and others are positively awesome. The 
thunder is real thunder, recorded on the 
roof of the Abbey Road studio ; and when 
Peter sends a thunderbolt crashing down to 
quell the ungodly tumult, we hear (I under- 
stand) an oscillator, starting well above 
human hearing (dogs will whine during the 
apparently silent part, they say, if the fi is hi 
enough) and then swooping downwards. 
A libretto with a translation by Mr. Mann 
is in preparation. A.P. 


ROSSINI. (a) The Barber of Seville: 
“* Largo al factotum ” (Act 1). 

WEBER. (4) Der Freischiitz: “Langer 
trag’ ich nicht die Qualen ” (Act 1). 
(a2) Vladimir Rushdiak (baritone), 
(6) Ernst Griiber (tenor), both with 
the Prague Smetana Theatre Orch- 
estra conducted by (a) Danilo Svara, 
(6) Rudolf Vasata. Supraphon 
SUEC823 (7 in., 13s. 24d.). 

Vladimir Ruzdjak (to use a more familiar 
spelling of his name; he was billed thus 
when he appeared at Wigmore Hall) or 
Ruzdak (as he seems to be called now in 
Hamburg, where he is a member of the 
Opera) or Rushdiak (as Supraphon has it) 
has an excellent, free and powerful baritone, 
and a pleasing vigour in his style. But his 
performance of “* Largo al factotum ”’ is 
free of any polish or elegance, and the pitch 
is not always true. Ernst Griiber turns up 
fairly often in the news columns of Opera, 
singing such roles as Erik, Radamés and 
Calaf. He has a coarse, powerful tenor and 
an over-emphatic style. The record will 
serve to put voices to names familiar to 
those who scan the cast-lists of continental 
houses ; but the performances hardly merit 
international circulation. 


JOZSEF SIMANDI. Lohengrin 
(Wagner): ‘“‘ Hochstes Vertrau’n ” ; 
“In fernem Land”. Cavalleria 
Rusticana (Mascagni): Siciliana. 
Il Trovatore (Verdi): “ Ah, si, ben 
mio, coll’ essere io tuo” Die 
Zauberfléte (Mozart): “Wie stark 
ist nicht dein Zauberton ’’. Rigoletto 
(Verdi) : “Ella mi fu rapita” ; 
** Signor ne principe” (with Maria 
Tauberova). Jézsef Simandi (tenor), 
Prague Symphony Orchestra con- 
ducted by Janos Kerekes. Supraphon 
LPM285 (10 in., 30s. 11d.). 

The sleeve of the record is devoted to a 
puff of the tenor who, we learn, is a star 
from Budapest, like the conductor, and 
made this record in Prague, with, in one 
item, (the “ E sol del anima” duet in scene 
2 of Rigoletto) the help of a tentative Czech 
leggiero. The sleeve in droll language 
claims much for the artist and his “ gradua- 
tions ’’. All I hear, I regret to say, is rather 
uneven vocal emission under a good deal of 
strain; a certain amount of character, 
ardour and temperament certainly ; nothing 
insipid ; but often much forced and 
ungraceful second rate tenoring. Further- 
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more the artist has an uncertain idea of 
Italian, with that dreadful “‘ kvantaw ”’ for 
** quanto ”’, etc. His German is better but 
hardly convincing. In short, while I am 
sure I would applaud Mr. Simandi if I 
ever had the luck to get to Budapest, I 
cannot honestly say that I think he brings 
anything important or striking to the 
hackneyed test programme inscribed above. 
The Siciliana by the way starts with a great 
wodge of the Cav introduction. Quite 


- “uncalled for’, as they say. Recording fair 


to moderate. P.H.-W 


WAGNER. Rienzi: “‘Allmacht’ger Vater, 
blick herab ”’. Wolfgang Windgassen 
(tenor), Bamberg Symphony 
Orchestra conducted by Ferdinand 
Leitner. 

WEBER. Der Freischiitz: “ Nein, 
langer trag’ich nicht die Qualen” ; 
‘Durch die WAlder, durch die Auen’’. 
Wolfgang Windgassen (tenor), 
Munich Philharmonic Orchestra 
conducted by Artur Rother. D.G.G. 
EPL30226 (7 in., 16s. 84d.). 

The Freischiitz scene and arias are 
extracted from DGM19013, reviewed in 
July, 1956, a pleasing selection, of which 
these items were among the best. Wind- 
gassen is a most reliable tenor as Germans 
go ; and the present disc now coupled with 
Rienzi’s prayer (the famous overture slow 
tune) makes a good bargain. In the Rienzi 
aria the thing is to get the shape truly each 
time and this Windgassen unfailingly does. 


The recording sounds well. P.H.W. 
OPERATIC ARIAS. Tannhauser 


(Wagner): “‘Dich, teure Halle, griiss’ 
ich”. Lohengrin (Wagner) : “Einsam 

in triben Tagen”. Christa-Maria 
Ziese (soprano). Sung in German. 
The Girl from the Golden West 
(Puccini): “‘Ch’ella mi creda libero”’. 

La Tosca (Puccini): “E lucevan le 
stelle’. Lubomir Bodurov (tenor). 
Aida (Verdi): “Ritorna vincitor’’. 
Nadia Atanasova (soprano). Prague 
National Theatre Orchestra con- 
ducted by Zdenek Chalabala. The 
Barber of Seville (Rossini): “Largo 

al factotum’’. Un Ballo in Maschera 
(Verdi): “Alzati! la tuo figlio”. 
Nicolae Herlea_ (baritone). La 
Traviata (Verdi): “E Strano... 

Ah! fors’ e lui’. Magda Janculescu 
(soprano), Valentin Teodorian 
(tenor). Rigoletto (Verdi) : ““Gualtier 
Malde . . . Caro nome”. Magda 
Janculescu (soprano). The Magic 
Flute (Mozart): “Dies Bildnis ist 
bezaubernd schén”. Valentin Teo- 
dorian (tenor). Sung in German. 
Prague Symphony Orchestra con- 
ducted by Vaclav Smetacek. Supra- 
phon LPV243 (12 in., 41s. 9d.). All 
sung in Italian unless otherwise stated. 
These singers were finalists in the Prague 
International Singing Competition in 1954. 
The land which bore Destinn has rich 
resources it would seem. The baritone, the 
two tenors and one of the sopranos are 
** finds ’’’; whatever artistic and technical 
immaturity is still evident. The first soprano, 
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Ziese, is too unsteady and “‘ unsupported ” 
to do justice to Elisabeth’s greeting but 
shows dramatic flair. Her Elsa has imagina- 
tion. The tenor, Budurov, produces that 
very appealing, slightly ‘‘Slavonic”’ timbre 
and sings with much taste and yet with 
passion. Compared to many Italian tenors, 
he sounds already a very pleasing artist, 
both arias being carefully phrased and 
cleverly brought up to their climax. The 
soprano, Atanasova, has a voice of lovely 
quality; and much temperament. It is 
not too unsteady; the management of 
“‘ Numi pieta”’ at the end of the aria is 
beautiful ; the declamatory passages are 
boldly dramatic. Her Italian sounds 
convincing. The baritone, Herlea, shows 
very well indeed both in the florid Rossini 
and Renato’s reproachful “Eri tu”’, 
where he produces quite a noble cantabile 
line. 

The tenor, Teodorian, sings his Mozart 
aria with excellent shaping and attractive 
tone, but is unaccountably heavy in hand 
with the hero’s declaration of love to La 
Traviata, to whom the soprano, Janculescu, 
gives an individual tone colour, very 
pleasing if a little thin in places. Her 
** Caro nome ” (concert ending) is in tune, 
tasteful, delicate rather than shrill, but a 
shade tentative in places. I judge the voice 
(perhaps wrongly) to be a small one. But 
it’s pretty. 

This concert of budding stars is decently 
recorded, though on my review copy I 
couldn’t eliminate some pre-echo. 


P.H.-W. 


POETRY AND DICTION 


SPENDER. Poems. Word: The Hawk: 
Not to you I sighed: An ‘I’ can never 
be a great man: Beethoven’s death 
mask: My parents kept me from 
children who were rough: What I 
expected was: Who live under the 
shadow of a war: The Express: The 
Landscape near an Aerodrome: The 
Prisoners: I think continually: An 
elementary school classroom: Elegy 
for Margaret: Song: Four short 
poems about children. Stephen 
Spender (diction). Argo RG88& 
(12 in., 41s. 9d.). 

Those who like Stephen Spender’s poetry 
will like this record. The combination of 
the poet’s intensely serious, strangely naive 
yet often hilarious personality comes 
through—combining with his very personal 
poetic utterance ten times as strongly as you 
can pick it up off the printed page—even 


if you know the man personally. Those who 


do not know the poetry may be won to it 
by this record—though that, in all such 
cases, is something no reviewer dare lay 
down the law about. Equally one might 
be put off—or have preferred someone who 
reads with beauty of voice as well as 
intelligence such as Robert Speaight (whose 
T. S. Eliot readings are likewise to be 
compared with those of the poet himself). 
Mr. Spender sounds as if he were leaning 
his forehead on the microphone and gives 
to almost every word an equal intensity of 
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at an exceptionally low price! 
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* Collaro mixer autochanger. 
* Studio cartridge for 78’s and LP’s. 
* Ample space for record storage. 






GENERAL P 
* Suitable for 190-250 volt AC mains. also available 
* Separate Bass and Treble controls. on easy terms 


* 10” high flux speaker. 
* A really solid resonance free cabinet. 
* Finished in beautiful walnut veneers. 


only at 


Please send me further details 
of the G.E.C. Radiogram 
BC9442 and also the address ADDRESS 
of my nearest Currys’ branc‘, 
so that I can imspect the 
Radiogram without obligation. 


NAME 

















Post this coupon today to CURRYS LTD, Head Office: 77 Uxbridge Rd, Ealing W.5 


prnce------- 


300 BRANCHES THROUGHOUT GT. BRITAIN 
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a new sound engineering conception 


ee ae 4 





To convince yourself that the 
new Simon SP.4 has been designed and 
built for the connoisseur, take a look at 
the list of features incorporated in this 
truly outstanding tape recorder—more 
features than have ever before been 
gathered into any portable recorder, 
and several of them exclusive to the 
Simon SP.4. 
The Simon Automatic Deck, designed and 
manufactured entirely by ourselves, 
incorporates automatic tape reversal for 
continuous recording or replay—without 
button pressing or transposition of 
spools. It is fully ‘ push-button- 
controlled ’ and is altogether the perfect 
complement to the superb 10-watt output 
ultra-linear amplifier. 
Technical excellence is matched by 
elegant styling, and the entire instrument 
is made even more attractive by the 
price—for by careful design and 
manufacture this exceptional recorder 
The lid is detachable. Both caseand can be offered at a price which gives 
lid are covered with genuine real value for money. 
mor gg 4 _ colours. If you really appreciate authentic sound, 
you will be thrilled to hear the Simon SP.4. 





Send this coupon now for literature on the Simon SP.4 
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high fidelity TAPE RECORDER 





; 


SIMON AUTOMATIC DECK 
fully ‘push-button-controlled’ 


AUTOMATIC TAPE REVERSAL 
without button pressing 
or spoo/ transposing 


3-WAY MIXING FACILITIES 
on both record and playback 


10 WATTS OUTPUT. 


from ultra-linear push-pull amplifier 


PUSH-PULL OSCILLATOR 
reduces noise and hum to minimum 











incorporating the new Simon fully automatic tape deck 


BASS AND TREBLE LIFT AND CUT 
with independent controls 


ACCIDENTAL ERASURE PREVENTION 
by special record ‘safety button’ 


SYNCHRONOUS MOTOR 
mains frequency controlled for accurate speed 


ACCURATE TAPE POSITION INDICATOR 
based on linear tape scale 


CATHODE RAY MAGIC EYE 
for ‘pin-point’ modulation 


GNS 


Cecengg 
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...- to do justice to the 
excellence of the SP.4. 





Pe eae ae Rae eT ye 


NAME 


To Simon Sound Service Ltd 
46-50 George Street, Portman Square, London W.1 


Please send me literature on the Simon SP.4 





ADDRESS 














oPar Weenie 


My nearest dealer is 


NAME 


Dual impedance head: 

output sensibly flat between 

50—12000 cps. 

In handsome 

presentation case: 
head only 8+ gns 












with tripod 





ADDRESS 


desk stand 10 gns 





Styling: 





Peter Bell, M.S.LA, 
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HOW RICH ARE YOU? 


If you light your Corona with five pound notes, or if you have nothing 
but a couple of creditors to rub together, you still couldn’t buy a better 
amplifier than the Avantic DL7-35. Nothing has been spared. If gold 
plating the knobs could have improved its performance by a decibel even 
this refinement would have been included. It gets as near to perfection 
as the critics will allow themselves to admit. Read what they say: 


P. Wilson, M.A., in 
“‘The Gramophone’”’, October, 1956 


“.. Both amplifier and pre-amp control 
unit are superlatively good. The design 
itself was deliberately conservative so 
that the valves and other components 
should not be overrun.... Beam-Echo 
Limited have worked right up to the 
high standard of the design and not 
down to a price. There is no skimping 
anywhere and no compromise.... The 
performance is indeed everything one 
could wish from an amplifying system. 
1 have never heard anything I liked 
better.” 


Donald W. Aldous, M.inst.E., 
M.B.K.S., in ‘““Gramophone Record 
Review” April, 1957 


“...-Having now had an opportunity 
of living with it and testing it thor- 
oughly under my own conditions and, 
bearing in mind that the Avantic is an 
expensive amplifier which must be 
judged by the highest critical standards, 
I am happy to say that I cannot fault 
it. In performance, construction and 
appearance it climbs right into the 
highest categorv.... There is much 
more one could write about the 
“Avantic” but it must suffice to say 
now that, even among the really high 
fidelity amplifiers, this design is ex- 
ceptional.”’ 


BEAM-ECHO LIMITED - WITHAM - ESSEX 
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Specification : 


Push-pull distributed load output stage producing 
20 watts continuous sine wave output at 0:05% 
total distortion. 

Frequency response: +1dB 1 c/s. to 100 kc/s. 
Damping Factor: 50. 

Tape recorder outlet. Radio power supplies. 

8 inputs with 8-position selector switch. 

5-record playback characteristics. 

Loudness control. Bass and treble controls. 
3-position low-pass filter. Rumble filter. 
Monitor/Record switch. Overall intermodulation 
distortion: 1% at 20 watts equivalent sine wave 
output. 


£55 complete 


The DL7-35 can be supplied with 
Avantic loudspeaker system, Avantic 
radio tuner, gramophene pick-up, 
motor and tape deck, all mounted in 
two handsome cabinets finished in 
Sapele mahogany. If you want a com- 
plete high fidelity system, ask your 
Avantic dealer to demonstrate the 
“Glyndebourne”. 
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“meaning ” ; his voice is sometimes a little 
nasal and his intonation is monotonous, 
whether purposely so or not I cannot say. 
Technically the record is good. P.H.-W. 


HISTORICAL RECORDS 


DVORAK. °’Cello Concerto in B minor, 
Op. 104. Pablo Casals (’cello), 
Czech Philharmonic Orchestra 
conducted by George Szell. H.M.V. 
COLH30 (12 in., 41s. 84d.). Re- 
corded April, 1937. 

Nobody in his right mind would dispute 
this disc’s place among the “‘ great record- 
ings of the century ”: Grove’s Dictionary 
calls it * a rendering which seems destined 
to mark a standard for generations ”’. 
Here it is, less than a generation after its 
first appearance in the form of a 78 r.p.m. 
album, in an excellent transfer to a single 
LP. Great though it is, its early history 
might easily have impeded its steady 
progress to fame, for the recording was 
made in a not particularly good studio or 
hall in Prague at the end of a gruelling tour 
which left Casals with less than his usual 
gigantic reserve of stamina. Yet Casals was 
the central figure at those memorable 
sessions, and his boundless energy and 
indomitable spirit shine through the work 
times without number, forcing us to forget 
the often hard orchestral sound, the odd 
spot where that excellent conductor George 
Szell, then a younger and less experienced 
man, failed to keep time with the maestro. 
Those were not the days of tape joins and 
partial re-takes: you had to give a real 
performance, without an audience, for at 
least four-and-a-half minutes, and if any- 
body thinks that is easy let him try it with 
this particular concerto. 

This is not the place to talk about Casals 
the grand and magnificent interpreter, for a 
brother ’cellist, Paul Tortelier, does pre- 
cisely this in the well-prepared booklet that 
goes with the disc. In the same booklet 
Abraham Veinus provides a_ first-rate 
illustrated analysis of the work, and 
Vladimir Stepanek offers a miniature 
“ Dvorak-reader ” consisting of letters and 
documents illustrating various aspects of 
the composer’s life and personality. 

Many of the younger collectors of LPs 
may never have heard this classic, though 
they must almost certainly have heard of it ; 
if they want a superlative and probably 
unsurpassable interpretation, and are pre- 
pared to make allowances in both recording 
and performance, this should be high on 
their list of priorities. D.S. 


CLASSICAL REISSUES 


The R.C.A. set of the Beethoven piano 
concertos played by Rubinstein with the 
Symphony of the Air under Josef Krips 
continues gradually to be made available 
in separate form. The latest release, 
RB16045, is of the Emperor: a majestic 
performance which is entirely commanding 
in nearly every respect. The recording is 
bright, though not quite so rich in tone as 
might be hoped ; the piano, particularly, 
though very well balanced with the 
orchestra, suffers slightly from a lack of 
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Pablo Casals 


depth. But alone among the Beethoven 
piano concertos this one we do still expect 
to find in full occupation of a twelve-inch 
record, and this new separate release of 
such a strong performance will be found 
perhaps more competitive in its field than 
those of the other concertos. 


Of different abridgments of the music 
of full-length ballets there is, entirely 
understandably, no end. Decca’s latest, 
LXT5409, is of highlights from Swan Lake ; 
more specifically of Nos. 1, 2, 4d, 6, 10, 
13a, 13b, 13d, 13e, 15, 17, 20, 21, 23, 27 
and 29. This reads much worse than it 
sounds, for in effect it adds up to a most 
satisfactory cross-section of Tchaikovsky’s 
music: all the memorable tunes are there. 
Fistoulari conducts the London Sym- 
phony Orchestra in what is perhaps not 
always everywhere the most entirely 
ravishing of performances ; but it has many 
happy moments. The recording, too, 1s 
slightly variable—but at its best it is very 
good indeed. There is also in the catalogues 
a Decca medium-play (LW5289) of extracts 
from the same original performance ; this 
is only partly duplicated by the new record. 


With the greatest admiration in the 
world for Berlioz I have always found it 





Photo: Philips 


difficult to consider Harold in Italy to be 
among his masterpieces. Yet on Fontana 
KFR4002 there is eloquent persuasion 
indeed. Not because what was originally a 
twelve-inch record is now a ten-inch, though 
that is certainly an economic virtue ; but 
because the performance, by Beecham 
and the Royal Philharmonic Orchestra 
with William Primrose, reaches every- 
where the highest degree of poetry. Harold 
is undoubtedly the most unrewarding part 
ever written for a solo viola; but you 
would not think so to hear Primrose play it. 
The recording of this reissue, too, is for the 
most part good ; there is some tail-off of 
fullness in the last movement. Up to then 
it has shown its age only in rather under- 
recorded timpani, not in any other respect. 

There are many versions of the Tchaikov- 
sky Variations on a Rococo Theme for ’cello 
and orchestra in the catalogues, and 
miraculously none of them is a dud, or 
anything like it. Yet the rather narrow 
’cello field does give rise to cross-coupling 
difficulties, and many buyers may welcome 
rescue at the hands of Decca with LW5323, 
a medium-play reissue of a strong per- 
formance of the Tchaikovsky by Maurice 
Gendron and the Suisse Romande 
orchestra under Ansermet. This was 
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originally coupled, on LXT2895, with the 
Schumann concerto, and is, as it always 
has been, well recorded, with a bright tone 
and a rewarding prominence given to the 
solo part. 

Of three D.G.G. 45’s this month only 
one seems to me to be an unqualified 
success. This is EPL30056, a joyous 
coupling of the Rosenkavalier and Schlagobers 
waltzes of Richard Strauss, in sonorous 
performances by the Berlin Philharmonic 
under Eugen Jochum. Only one word 
of warning is necessary: the Rosenkavalier 
waltzes are those from Act I[I—that is to 
say they are not, except by way of momen- 
tary quotation, the Rosenkavalier waltzes. 
Those who think them none the worse for 
that will find them richly played and 
recorded on this disc. 

The other D.G.G.’s are less happy. 
EPL30066 offers the Leonora No. [II overture, 
with the Berlin Philharmonic again, 
this time under Fritz Lehmann; but 
though played with beauty and conviction, 
Beethoven’s music does most emphatically 
not benefit from a turnover just after the 
second trumpet-call, throwing away the 
transition from B flat to G flat major. The 
second trumpet-call would in any event 
scarcely have convinced Leonora of her 
impending rescue, being, incredibly, more 
distant than the first ; but more disturbing 
to a listener with less at stake will be a 
rather woolly recording. EPL30063 has, 
by contrast, no recording troubles ; on it 
Schneiderhan, with the Bamberg Sym- 
phony Orchestra under Ferdinand Leit- 
mer, plays the slow movement of the 
Bruch G minor Violin Concerto very well, 
and Kempff plays the slow (opening) 
movement of the Moonlight Sonata very 
well. I am sure the record serves a purpose ; 
but would not like to guess it. 

Columbia offer two instrumentals. 
SEB35515 is called Encores (No. 2) and on 
it David Oistrakh and Vladimir Yam- 
polsky couple the Love Song (Op. 7, No. 1) 
of Suk and the Légende of Wieniawski. The 
performances are first-class, and the disc 
is well recorded ; but I cannot help think- 
ing the Wieniawski piece vastly more 
effective with orchestral accompaniment. 
Concert conditions may compel its per- 
formance, as an encore, with piano; 
recording conditions do not. The other 
Columbia, SED5548, fills much more of a 
gap. One side collects three of the entirely 
winning West Indian pieces of Arthur 
Benjamin ; the Jamaican Rumba, Mattie 
Rag, and Caribbean Dance. ‘These are 
effectively played in their original two- 
piano form by Phyllis Sellick and Cyril 
Smith. On the reverse of the disc are 
two solos by Cyril Smith: the Tango and 
Seguidillas of Albéniz. The recording is, of 
course, not quite the equal of the best 
modern product, but it is quite certainly 
acceptable ; and the reissue in 45 form of 
music otherwise available only on 78’s 
serves in any event an unquestionably 
useful purpose. 


The H.M.V. recording of Delibes’s 
Coppélia made by Robert Irving and the 
Covent Garden orchestra has already 
given birth to one 45 ; now simultaneously 
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come twins: Coppélia (No. 2) on 7EP7057, 
Coppélia (No. 3) on 7EP7058. Selection 
No. 2 specialises in the toy music and 
waltzes, containing Nos. 9a, 9b, 11 and 14 
from Act II, and Nos. 20a and 20d from 
Act III. Selection No. 3, including 
particularly the Bell March and the final 
Galop, all comes from Act III, containing 
Nos. 19, 20b, 20c, 20e, 20h, and 20i. I 
would hate to choose between these two 
first-class records, the more so as both of 
them offer not merely very good per- 
formances but also exceptionally good 
recordings. They are indubitably the 45’s 
of the month. 

Another H.M.V. 45—not at all so out- 
standing—also has balletic associations : 
7EB6032 presents Efrem Kurtz, once 
Pavlova’s musical director, and the Phil- 
harmonia in four pieces particularly 
associated with the famous dancer. One 
side is well recorded, to the advantage of 
Paul Lincke’s Glow Worm Idyll and 
Tchaikovsky’s Russian Dance, Op. 40, 
No. 10. On the other side the glow, never 
really very bright, diminishes somewhat ; the 
harp accompaniment to Raymond Clark’s 
performance of the Saint-Saéns Le Cygne 
badly lacks bass, and a heavy background 
to the recording obscures Hinrich’s orches- 
tration of the Chopin F sharp major 
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Nocturne—mercifully or not I would not 
like to say. 

Finally a single Philips disc offers yet 
more ballet music. Delibes again, this 
time not Coppélia but Sylvia. On NBE11076 
Jean Fournet and the Lamoureux 
Orchestra offer Nos. 3, 4b, 16a, and 14: 
Les Chasseresses, the Valse Lente, the Pizzicaio, 
and the Cortége de Bacchus. No need to add 
*‘ of Paris ’’ after the orchestra’s title ; the 
horn playing is unmistakeable. The 
appreciation of this is a matter of taste, 
but all the other orchestral virtues are 
there. Unfortunately they are allied to a 
rather harsh quality in the recording ; 
this makes unreserved recommendation of 
the disc difficult. M.M. 

S . * ** 

When I reviewed Murray Dickie’s 
attractive collection of traditional songs, I 
suggested that LP was perhaps not the form 
for them: for, if we wished to hear, say, 
The Star of County Down, in whose recording 
could it be but McCormack’s ? Dickie is 
not McCormack, but he sings pleasantly, 
and occasionally with a delightful, person- 
alised inflexion. Six of the songs from the 
collection appear on an EP, Philips NBE 
11070: Drink to me only, The Ploughboy, 
Greensleeves, Believe me if all, My love is like a 
red, red rose and Bonny Mary of Argyle. A.P. 





PASSING NOTES 


By ARTHUR JACOBS 


** I’m rather proud of all this tuba business,”’ 
Gerard Hoffnung told me—and he was serious. 
He is to play the solo part in Vaughan Williams’ 
Tuba Concerto with the Morley College Orch- 
estra at the Festival Hall on June 5th “It’s a 
very difficult work, you see . . . and I’ve only 
been playing the tuba for five years.”’ 

With the Hoffnung Music Festival (and the 
LP record of it) behind him, he is aware that 
some people will expect something funny on 
June 5th. They will not get it. Not on purpose, 
anyway. But he is now planning another 
burlesque concert—to be called the Hoffnung 
Interplanetary Music Festival—which will be 
given on November 21st at the Festival Hall and 
repeated next day. 

I gather that this, too, may be recorded. I 
confess I should prefer a record of the items in 
a studio, free from the distractions of audience- 
noises. Malcolm Arnold’s Grand, Grand Overture 
(the one with the vacuum cleaners), launched at 
the last Hoffnung Festival, certainly deserved 
its emancipation into a normal disc. 

om 


In New York some years ago I was delighted 
to learn that the President and Dean (or, as we 
should say, Principal and Vice-Principal) of the 
Juilliard School of Music were named respect- 
ively Schuman and Schubart. By a pleasant 
coincidence, a few days before William 
Schuman’s piano concerto was played at the 
Festival Hall, I met Mark Schubart again as 
he passed through London on his way back from 
Moscow to New York. 

He told me of a young American pianist 
whom we may well hear first on a Russian 
record-label. Van Cliburn, of Texas, sensation- 
ally won the first prize in the international 


Tchaikovsky Contest held in Moscow. Part of 


the prize is a Russian recording contract. 
Cliburn, himself a product of Juilliard, has 


meanwhile become “ the hottest thing since 
Paderewski’’ to eager American concert- 
promoters. The phrase is Mr. Schubart’s, who 
views the matter with a certain detachment. 


The Austrian song-composer, Joseph Marx, 
** freely revised his own expression marks on my 
copies of his songs, and it interested me to see 
that he shared this habit with so many of the 
other composers I have known—Fauré, Reynaldo 
Hahn, Gabriel Grovlez, Messager, and so on. 
Debussy was the sole exception—he stuck to his 
first marking, and woe betide the singer who 
did not heed them !”’ 

That is one of the many interesting musical 
comments in Maggie Teyte’s newly published 
autobiography, Star on the Door (Putnam, 18s.). 
Sensibly, she has invoked the collaboration>of 
a professional writer on music, Cedric Wallis, 
and the result is much better-ordered than most 
memoirs by singers. There is a valuable, 
detailed discography compiled by David Tron 
(more than four and a half pages, itself a 
testimony to Maggie Teyte’s work). The 
account of her early days at Monte Carlo 
narrates an attempt on her virtue by the 
director of the opera house and tells us that the 
now-vanished clink of gold at the Casino 
produced a sound like ‘‘ the small chatter of the 
parakeet house at the Zoo”. 


** Flutist’’ (altogether more logical than 
**flautist’’) is one of the words we should 
borrow from the Americans—except that we 
do not really need to borrow it, for it is a good 
old English word too. Anyway, I met recently 
the American flutist, Elaine Shaffer, and her 
husband, the conductor, Efrem Kurtz. Miss 
Shaffer has recently made her first record, due 
for release in the United States this month (and 
presumably here later). Mr. Kurtz, well known 
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WHAT MAKES A GOOD TAPE RECORDER ? 





Cultlnng all youve got 


TO INPUT 


(AND OUTPUT) 
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The facilities incorporated in a tape recorder must be balanced with the quality of recording or repro- 
duction its owner may wish to obtain. This is a design problem because the choice of Input Sensitivities 
and Input Impedances is important. So are Output Levels and their ability to match into external 
reproducers and amplifiers. 


A Grundig tape recorder gives its owner three different types of Input Sensitivities and Input Impedances, 
suitable for a great variety of different Input sources. A Low Impedance Output is fitted for the connection 
of an external reproducer and a High Impedance Output is provided so that the signal can be fed to external 
amplifying and reproducing equipment. 


The accompanying Chart gives the Input Sensitivities and Impedances as well as the Output Levels and 
Impedances for all Grundig Tape Recorders. 





Makers of the finest 
Tape Recorders in the world 













































































RECORDER TYPES | 500L 700L 700C TKS TK 819 | TM 819A TK12 j|TK820 (TKS TKS TK 830 |TK 20 
Sensitivity | 2 mV 2 mV 2 mV O7mV |.07mV {2mV 2mV 28mV  j|2mvV 2 mV 1.5mV¥  [2mV 
Micro 
Impedance | 200 Kohms) 200 Kohms|200 Kehms} 200 Ohms {200 Ohms | 500 Kohms 1500 Kohms/500 Kohms| 500 Kohms/500 Kohms| 470 Kohms/500 Kohms 
Diode | Sensitivity | 2 mV 2 mV 2 mV 2 mV 2 mV 2mV 2mV 28mV  j2mV 2 mV 5 mV 7mV 
Input 
Impedance | 50Kohms (50 Kohms |50 Kohms {500 Kohms|50 Kohms | 50 Kohms (50 Kohms |50Kohms |20 Kohms |20 Kohms |250 Kohms/|250.Kohms 
7 Sensitivity | 400mV {400mV (400mV {500mV¥ [500mV -|100mV |100mV [100mV) =|100m¥) =[100m¥) {100 mV (80 mV 
10 
Impedance | 1Mohm |1Mohm |1Mohm {1Mohm {1Mohm |1Mohm |2MohmS |2Mohms |1Mohm |1Mohm /|1Mohm /1Mohm 
High | Level 800mV |800mv |s00mv | — |i5v {tV 42v00 (48V. av itv 500mv tev 
ae ’ 
Output | ‘mpedance | 10Kohms |2Kohms 2 Kohms — {30 Kohms | 50Kohms |20Kohms |20Kohms |10Kohms |16 Kohms |4.7 Kohms |10 Kohms 
Low | Power 2.5 W 2.5 W 4.5 W 2.5 W 4.5 W — (i2.5W 45W 2.5 W 45W i6W 2.5 W 
. Z ’ —_ 
Output | Impedance | 5Ohms [50hms (50hms (50hms (5 0hms — {50hms (5 0hms P Ohms (50hms [150hms (5 Ohms 
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Here’s real achievement — a brilliant example of the designers 
skill! Subtle styling— up to the minute in every detail—restrained 

. yet exciting colour, clean sweeping lines, in the contemporary 
such beauty in an theme — that’s the U.A.12. And there’s inside news too — 
advances in performance and mechanical refinements make real 
T) news. But there’s no change in reliability, both the UA8 and the 
autochanger before UAI12 are designed to keep up this BSR tradition of perfection. 
Ensure that the set you buy is fitted with a Monarch. 


7) THE FAsH, H 
“ OM GETS THE save? 


BIRMINGHAM SOUND REPRODUCERS LTD., MONARCH WORKS, OLD HILL, STAFFS. 
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for his recordings with the Philharmonia and 
other orchestras, pleased me with his warm 
tributes to other conductors. To Stokowski he 
gives the title of ‘* father of modern orchestral 
sonority—and not only on records”. 

* 


The neglect of fine British voices by the 
recording companies has Jong been a complaint 
of reviewers. I am happy to report the enterprise 
of a new firm, Belcantodisc of chester, in 
signing up Joan Sutherland—one of the best 
voices heard at Covent Garden since the war 
(not excluding the overseas visitors). Mr. 
Aubrey Kreike, a director of the firm, tells me 
that its issues will concentrate on out-of-the-way 
operatic material. 

Opera in English, I gather, is not excluded. 
Surely many would welcome, in due course, 
complete or concise operas in some of the 
excellent English versions of today. What about 
Dent’s Marriage of Figaro or Hassall’s Merry 
Widow? Why no parallels on modern LP to 
the extracts on 78 (now, alas, deleted) from the 
Sadler’s Wells performance of Simon Boccanegra, 
translated by Norman Tucker ? 





KATHLEEN FERRIER 
LECTURE 


Report by Raymond E. Cooke 


The voice of Kathleen Ferrier is appreciated 
all over the world, even by people who do not 
as a rule like serious music, and the story of 
her short but dazzlingly brilliant singing career, 
which ended so tragically in 1953, is now a 
legend. 

The memory of this well-loved artist is 
perpetuated in many ways: by musical 
trophies, instruments and grants; by two 
annual scholarships for singers; and by a 
cancer research fund associated with 
University College Hospital which has already 
reached £16,000. This fund was recently 
augmented by the proceeds of a lecture given 
by her sister, Winifred Ferrier, on the 13th 
April, in the Recital Room at the Royal 
Festival Hall, London. The occasion could 
have been cloaked in funereal gloom, but Miss 
Ferrier is a skilful lecturer, possessing the same 
ready humour which characterised her sister, 
and the audience was constantly delighted by 
racy anecdotes, vividly illustrated by mementoes 
such as an early scrapbook, personal letters, and 
a song book annotated with the singer’s typical 
witty comments. 

Kathleen Ferrier’s talents were not confined 
solely to music. She was also a competent 
painter, and one of her oil paintings drew 
admiring comments from the audience. 

Miss Ferrier illustrated her sister’s artistic 
development by three sets of recordings, which 
were reproduced with creditable fidelity, using 
up-to-date equipment recently installed in the 
Recital Room by Wharfedale, and expertly 
operated by Mr. Peter Martin. There were 
many moving moments during the evening, and 
one of the items with a strong emotional appeal 
was an unpublished recording taken from a 
Norwegian broadcast in 1949, which prompted 
Miss Ferrier to remark on the modern miracle 
of the gramophone, enabling an audience in 
London today to hear a performance in Oslo 
eight and a half years earlier. 

It is fortunate that Kathleen Ferrier left us 
many good recordings, for which there is an 
ever-increasing demand ; and her fame is as 
widespread today as it was during her lifetime. 
This was clearly evident from the sympathetic 
atmosphere of the audience which filled the 
Recital Room to capacity. In fact the demand 
for tickets was so great that a repeat perform- 
ance has been arranged for Tuesday, the 10th 
June, at 8.15 p.m. in the Royal Festival Hall. 
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Winifred Ferrier at the Royal Festival Hall 


27 








CONTINENTAL RECORDS 


By LILIAN DUFF 


Music costs little except suffering. Song is 
both an outlet for that suffering and a form of 
sublimation by which it may be made endurable. 
For these and other obvious reasons, music in 
general and song in particular have always 
been a striking feature of Jewish culture—the 
Jews’ greatest gift to the world, indeed, since 
the inspired literature of antiquity. A musician 
would point out, I suppose, that in modern 
times the Hebrew contribution has been more 
important on the executive than on the creative 
side; yet even here, as two new collections 
prove, the record is not only impressive, but 
also fascinating as a reflection of racial history. 


** Beloved Hebrew and Yiddish Songs”’ 
(Felsted PDL85047) is a selection of liturgical 
songs—songs, that is, in the style practised in 
both synagogue and home, never far apart. 
Here, as H. C. Stevens reminds us in a useful 
historical note on the sleeve, there is a division 
between the Yiddish or Eastern European, and 
the Sephardi or Spanish-Portuguese, styles. 
This collection, entirely in the Yiddish style, 
includes Hebrew and Yiddish devotional songs, 
folk songs and several modern songs in Yiddish. 
The most interesting of the modern pieces, 
historically, is Unser Shtetil Brent, written by 
the Polish-Yiddish poet, Gebirtig, during the 
Nazi seige of the Ghetto. The Jewish quarter 
is on fire, he says, and the Jews are burning with 
it. A tragic theme is made more poignant by 
the fact that the composer himself perished. 
In Ely-Ely, one of several sacred songs included, 
the singer beseeches God to help him and save 
His people. Yerushalayim (Jerusalem) and 
Jajel Wehulay express the Jew’s longing, after 
all the centuries of the dispersion, for the 
ancient homeland. A couple of other things 
are pleasantly sentimental; and (the Jew’s 
sense of humour being one of his most attractive 
characteristics) no one will be surprised to find 


that Fleishike Jeiden (‘‘The Tubby Jew’”’), 
makes fun of a certain national type. 
eleven songs are sung, extraordinarily well, by 
Freylich, a cantor in Paris. 


*¢ Jewish Folk Songs ”’ (Vanguard PPL11014) 
is more sentimental and, as a whole, less 
interesting. Some of these things, in their 
self-consciousness, remind one of our own 
Morris dancers. May I say, too, while I’m 
crabbing, that I’m a little tired of songs about 
girl partisans who joyously notch their forty- 
second victim. /Partizaner Lid presents the 
typical heroine of Iron Curtain films. “A 
maiden, a fur jacket and beret, and a grenade 
gripped tightly in her hand, a maiden with a 
face smooth as velvet, blows up the enemy’s 
caravan. She aims, fires and shoots true! 
With her little pistol, she has destroyed a car 
full of armed men. It is daybreak, and she steals 
out of the forest, with a garland of snow on her 
hair.”” A pretty little idyll. ‘“*‘ Why can’t a 
woman be more like a man? ” asks a professor 
in a show I'll refrain from advertising. Some 
people are making a desperate effort to prove 
she can, and I find the end-product unattractive. 
It’s only fair to say I enjoyed other and lighter 
numbers, though I must add that, accomplished 
as Martha e is, she would be even 
better if her tra-la-las were less resolutely gay. 


A third collection, by the Trio Aravah 
(H.M.V. 7EG8335), strikes a newer note. 
** Aravah ’’, I gather, means cowboy, and one 
of the four songs is about a phantom horseman 
who rides desert trails. The others are also 
concerned with Israeli themes—a_ lonely 
caravan, shepherds calling to their flocks, the 
pride of the farmer who makes the desert 
blossom. The singers look young and earnest, 
_ harmonise agreeably and the bass is very 

ne. 
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I start with a vocal LP for it is one of the 
best I have this month. It is by Julie Andrews 
—not in “‘ My Fair Lady” but in twelve 
ballads and songs grouped under the title of 
one of them, ‘‘ The Lass with the delicate air ”’ 
(R.C.A. RD27061). I have only one serious 
criticism of this record and I will leave that 
until last. Just as in the role of Eliza Doolittle 
in ‘‘ My Fair Lady’ Miss Andrews is remark- 
able here for the clarity of her diction and her 
appreciation of the meaning of the words she 
sings. Moreover her voice has a very pleasant 
quality, and she uses it with charm and in a 
most musical way except for one or two minor 
lapses (e.g. the end of Katie Moss’s The Floral 
Dance). The accompaniments are satisfactory 
and the recording is excellent. 

Now for my complaint, and it is not directed 
against R.C.A. solely but also against other 
American companies whose sleeve notes range 
between the uninformative and the flatulent. 
Here is a very brief note which tells us little 
about Miss Andrews and even less about the 
composers whose music she sings. We are told 
who the arranger is, but not a single one of the 
composers, not even Thomas Arne, who wrote 
the music of the song which gives the record its 
title, is as much as mentioned. 

The songs and composers are: As J went 
a’roaming (Brahe), London Pride (Coward), The 
Floral Dance (Moss), These Precious Things 
(Mayerl), Where’er you walk (Handel), Pedro the 
Fisherman (Purcell), Tally-Ho (Leoni), If my 
songs were only winged (Hann), The Lass with the 
delicate air (Arne), Canterbury Fair (Smith), To a 
wild rose (MacDowell) and Kerry Dance (Molloy). 

From a solo voice to a great choir, a mixed 
choir of at least a hundred voices in my estimate 
the Russian State Academy Choir is highly 
virtuosic. Employing modern effects such as 
humming through closed lips, imitating instru- 
ments, etc., where these are thought to be 
effective, but has a grand rich tone which, it is 
hardly necessary to say of a Russian choir, is 
based on a fat and firm bass line. (D.G.G. 
DGM19108). One of the basses, by the way, 
reminds me a little of Chaliapin in a short solo. 
All the songs are, I think, traditional and here 
is a list of them: Down the Volga, a vigorous 
song powerfully sung, The Old Linden Tree, A 
blade of grass in a large field, The Vast Steppe, sung 
with tremendously massive but finely steady 
tone, Hard is the road of life, which sounds 
harrowing even in Russian, The Song of the 
Volga Boatmen, in an elaborate arrangement but 
employing the familiar great crescendo, In the 
Mountains of Manchuria, which opens almost 
like a Viennese waltz, The Birch Broom, which 
is virtuosically fast at the end, The Smithy, The 
Bell, the mysterious Jn the deep forest, The 
Swallow (which is none other than our ‘* Two 
Lovely Black Eyes ’’) and Evening Bells. 

K4lman, almost a rival to Lehar for his 
operettas in German-speaking countries, is 
best known here for his “‘ Princess Maritza’’. 
I like, however, The Gipsy Princess (or as it is 
called on Vox VX1360 ‘‘ Czardas Princess ’’) 
even better. It is bright, tuneful, lively and 
the gipsy element in the music is not overdone. 
On this record of highlights (a ten-inch LP) 
twelve items are separately banded and 
Friedl Loor and Karl Terkal are very 
agreeable soloists. The fact that the chorus 
and orchestra are those of the Vienna Volks- 
oper under Hans Hagen is sufficient guaran- 
tee of the authenticity of the performance. The 
recording is good without being superlatively so. 

If unadulterated gipsy music is wanted 
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NIGHTS AT THE ROUND TABLE 


By W. A. 


CHISLETT 


Supraphon LMP292 can be recommended. 
This too is banded, into seven tracks. Once 
more I am up against an absurdly uniformative 
sleeve, and this time the labels are but little 
better. The sleeve announces the title as 
** Slovak and Hungarian Dance Melodies ”’ 
and names the artists as Julius Mozi and his 
Ensemble. The labels give the title as 
** Hungarian Folk Songs and Dances ’”’ and the 
artists as Sari Vorsky (soloist), Joszef Fatvol 
(clarinet), Istwam Lukacs (cembalon) and 
Sandor Lakatos and his Gipsy Orchestra. 
The latter would appear to be correct and the 
soloist is an agreeable soprano. I cannot think 
that my copy of this disc is in a wrong sleeve, 
as I at first suspected, for the one thing about 
which sleeve and labels agree is the number of 
the record. The mixture is much “ as before ”’ 
and is a palatable one, but surely many would 
enjoy it more, as I would have done, with titles 
and other details given. 

Coming now to orchestral LPs I have rarely 
had in one month so many about which I am 
lukewarm. 

Mantovani and his Orchestra play 
arrangements, mostly by Mantovani himself, 
of Clair de lune (Debussy), Spanish Dance No. 5 
(Granados), Can-Can from ‘‘La_ Boutique 
Fantasque’’ (Rossini-Respighi), Chanson de 
Matin (Elgar), Zigeunerweisen (Sarasate), Autumn 
(Chaminade), Song of India (Rimsky-Korsakov), 
Schén Rosmarin (Kreisler), Méditation from 
** Thais’? (Massenet) and Perpetuum mobile 
(Strauss). The playing is brilliant and in the 
main the arrangements are colourful and 
appropriate, but excessive use of the echo 
chamber falsifies the recorded tone, particularly 
that of the higher strings (Decca LK4241). 

A somewhat similar record by Neal Hefti 
and his Orchestra is not so happy in its 
arrangements, which are often too jazzy for 
the music chosen. The record is called ‘“‘Concert 
Miniatures’’ and the titles as given on the 
sleeve are : On the Trail from Grofé’s ‘‘ Grand 
Canyon Suite ’’, The Bells of St. Mary’s (Furber- 
Adams), Waltz of the Flowers from Tchaikovsky’s 
**Nutcracker Suite’’, Bach goes to Town (Temple- 
ton), Dagger Dance (Khatchaturian), Song of 
India from Rimsky-Korsakov’s ‘‘ Sadko ’’, Rhap- 
sody in Blue (Gershwin), there is only three 
and a half minutes of this, Merry Go Round 
(Hefti), Andante Cantabile (Tchaikovsky), Old 
Man River from ‘‘ Showboat”? (Kern), Love 
Theme (Tchaikovsky)—I leave you to guess 
what this is—and The girl with the flaxen hair 
(Debussy). The waltz of the flowers as played 
here would better be called the waltz of the 
dead flowers so funereal does it sound. Con- 
gratulations however to R.C.A. on giving on the 
sleeve the exact timing of each item, even though 
the total of one second short of 34 minutes is 
short measure for the two sides of a twelve-inch 
LP. 
** Curtain going up ”’ is the title of the latest 
disc from the Boston Pops Orchestra under 
Arthur Fiedler. There are seven separately 
banded selections from shows of recent years— 
My Fair Lady, Carousel, Brigadoon, Can-Can, 
Wonderful Town, South Pacific and finishing with 
a Waltz Medley by Rodgers, who, of course, 
is also the composer of ‘‘ Carousel”? and 
‘South Pacific’. Playing, recording and 
arrangements are all, I am thankful to say, 
first class. This is just the ticket for those who 
do not want full length selections (R.C.A. 
RD27027). 

Now back into the doldrums again. The 
piano enters into my next three records in one 


June, 1958 


way or another. ‘* Offenbachiana’””’ is the ticle 
of a medley of Offenbach’s compositicns 
arranged for piano and orchestra and played 
by Heinz Sandauer, piano, with orchesiva 
on Vox VX1320. I cannot imagine anyone 
wanting such a tasteless affair in which Offcn- 
bach’s champagne becomes tamely effervescing 
ginger pop. 

Neither can I appreciate the desirability of 
the latest record by Kostelanetz and bis 
Orchestra, in which they are joined by Lenny 
Hambro. Rachmaninov knew better than 
either of these gentlemen, or even both of them 
put together, how his music would sound best, . 
and he wrote it accordingly. Here are snippets 
from some works for piano and orchestra, others 
for orchestra alone and still others for piano 
alone ; and they all sound far better as the 
composer intended them to be heard. The 
title of the record is ‘‘ The Romantic Music of 
Rachmaninov” and its number is Philips 
SBL5225. 

Rawicz and Landauer have performed a 
similar disservice to Tchaikovsky in ‘‘* Tchai- 
kovskiana ” in which they have arranged for 
two pianos and play scraps from his symphonies, 
ballets and other music (Decca LK4247). 

It is with a sigh of relief that with my last 
LP I come to music played as the composers 
intended. Most enterprisingly the Welsh 
Guards Band under Major F. L. Statham 
produce a record called ‘‘ The American 
Scene’’, presenting music by American com- 
posers Clare Grundman, John Klien, Louis 
Palange and Lucien Cailliet (Vox VX1180). 
This music was all written for military band, 
even in one case (Klien’s Night Piece) in the 
form of a miniature concerto for piano and band. 


Many years ago some of our best British 
composers tried to save our bands from being 
tied to music originally conceived for some 
other medium, but their efforts met with little 
encouragement from the public. A similar 
situation has now arisen in America, and here 
are some of the results. May they be more 
fortunate. The peculiar qualities of reed and 
brass alone are exploited in various moods and 
rhythms, and the Welsh Guards play better 
than I have heard them for quite a long time. 
The complete list of titles is: Grundman—An 
American Scene, Kentucky 1880, Waltz in Blue ; 
Klien—Cranberry Corners, Night Piece ; Palange— 
Brass, Woodwind Clique, Sunset Strip Polka, Jazz 
Rhumba, Sons of the American Legion; Cailliet— 
Dixte Faniasy. 

Two orchestral EPs are wholly or in part 
reissues. The Air from Suite No. 3 in D major 
and Gavotte from Sonata No. 6 in E major (for 
unaccompanied violin) by Bach played by the 
London Symphony Orchestra under George 
Weldon were first issued on Col. SCD2030 
(and simultaneously on a 78) in February 1954. 
Here they are backed by the Grainger arrange- 
ment of the Londonderry Air and the Pizzicatt 
from Delibes’s Sylvia in which the same con- 
ductor conducts the Philharmonia Orchestra 
The latter two have not been previously issued. 
The playing is rather stodgy but the recording 
of the two former sounds better than it did in 
the earlier 45. Why, however, a rescoring of the 
famous Air from the arrangement for violin by 
Wilhelmj is used in preference to Bach’s original 
version is incomprehensible. As L.S. said at 
the time it is quite pointless. (Col. SED5547.) 

The second reissue is four movements— 
Mazurka, Scene and Waltz, and Czardas, all 
from Act III, and the Final Scene from Act IV 
of Tchaikovsky’s Swan Lake. These are taken 
from the lengthy selection from the ballet by 
Kostelanetz and his Orchestra on Philips 
SBL5212 which I reviewed favourably in 
October 1957. The transfer has been success- 
fully made (NBE11074). 

Operetta is represented on two EPs. Rudolf 
Schock with a chorus and orchestra conducted 
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OPERATION STEREO .... 


Our Tri-Channel, A-Z Senior and Mark Ill Stereophonic Equipment as demonstrated 
at the London Audio Fair has been in production since February . . . not merely in 
preparation? We are happy to offer you the benefit of leadership experience to convert 
your existing A-Z Equipment to Stereo or to supply you via your Dealer with the 
best possible Stereo or Monaural Amplifiers, Tone Control Units and Loud Speakers. 


SOUND SALES LIMITED 


WORKS & ACOUSTIC LABORATORIES ‘ WEST STREET: FARNHAM ‘SURREY~ ENGLAND (Tel: Farnham 6461-2-3) 
Manufacturers of Tri-Channel and all““A-Z” Products (Regd. Trade Mark) 


Trade supplied ; the best hi-fi dealers stack Sound Sales’ products. 





YORK - CANADA - PARIS - NEW ZEALAND - ITALY: HONG KONG 
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No. 600 CARTRIDGE 


The latest Goldring variable reluctance cart- 
ridge—for the perfectionist. The first cartridge 
in the U.K. designed specifically around a 
diamond stylus. Much-extended frequency 
response and truly remarkable contribution 
to a sense of “presence”. Replaceable styli- 
diamond for L.P. and sapphire for 78 r.p.m. 
Mu-metal shield, £77. 13. 6. incl. tax. 





Goldring - Lenco Transcription Motors 


Four-speed precision motor units, made by 
Swiss craftsmen, with continuously variable 
speed control. Three versions with or without 
transcription arm and Goldring “500” or 
“600” Variable Reluctance Cartridge. Leaflet 
with illustrations and full details gladly sent 
on request. 









GOLDRING 


EQUIPMENT 


‘*‘ Jubilee”’ Transcription Arm 


A micro-balance transcription arm of labora- 
tory quality designed to accommodate Gold- 
ring cartridges or other high quality cart- 
ridges with standard fixing dimensions. 
Model T.R.1, for records up to 12”, £]1.13.6. 
incl. tax. Model T.R.2, for professional use 
with records up to 16”, £73. 2. 9. incl. tax. 


3S 


THE GOLDRING MANUFACTURING 
CoO. (Gt. Britain) LTD. 

486-488 High Road, Leytonstone, 
London, E.11 
Leytonstone 8343. 
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by Schuchter sings three songs from Leo Fall’s 
Die Rose von Stambul and Strauss’s Eine Nacht in 
Venedig and Cagliostro respectively (H.M.V. 
7EG8328). There is a sense of strain in the 
singing and too wide a vibrato for my taste. 
I like much better Sari Barabas and her 
colleagues with the Bavarian Radio Orchestra 
under Willy Mattes in snippets from the light 
operas of Paul Abraham on Col. SEG7779. 

H.M.V. offers Spanish dancing of two very 
different kinds. Pilar Lépez, one of the greatest 
dancers of today, and members of her company 
click their castanets and tap their feet to four 
rhythmic and authentic dances played by the 
Spanish Symphony Orchestra under José 
M. a Franco and F. Delta respectively. They 
are the Triana from Albéniz’s Suite ‘‘Iberia’’, 
Fandanguillo de Almeira by G. Vivas, Navidefia 
by Lopez Tejera y Romo and the Tango from 
Turina’s *‘ Tres danzas andaluzas ’’ (7EG8334). 
I like least Navidefia, in which a guitar and 
bailarines join in, but all are tremendously 
exciting. 

7EB6031 is a dubbing from a couple of 78 
discs made in the early days of electric recording 
but which have never been generally released 
in England and in which the Boy Dancers of 
Seville Cathedral perform as they do each 
year on the days of the Feasts of the Immaculate 
Conception (December 8) and the Sacred 
Heart (Friday after the Octave of Corpus 
Christi) before the High Altar of the Cathedral. 
This ceremony of dancing and nasal singing is 
very ancient. The date of its origin seems to be 
unknown, but it was suppressed as unseemly in 
1685 by the then Bishop of Seville. The Chapter 
of the Cathedral, appealed to the Pope against 
this decision but were left in suspense for 17 
years before the Pope decreed that the ceremony 
might continue until the existing costumes were 
worn out. The same costumes are said to be 
still in use, but the repairs effected during the 
last 250 years can surely have left little if any 
of the original material. This disc is quite 
fascinating, as many listeners to the B.B.C. 
programmes will know and the recording is of 
better quality than might be expected though 
it is certainly not Hi-Fi. 

Paul Robeson’s familiar voice rings out 
truly from Supraphon SUEP507 but the piano 
accompaniments could have been better. His 
recital is typical, consisting of The Minstrel 
Boy, Jerusalem, The house I live in, They scandalise 
my name, Hassidic chant and Witness. 

One of the happiest of vocal records is Gwen 
Catley in ‘‘ My Choice, Volume I”. She 
sings I dreamt that I dwelt from ‘‘ The Bohemian 
Girl’’, the Laughing Song from Auber’s ‘‘ Manon 
Lescaut’, Dream O’Day Jill from German’s 
“Tom Jones’? and I’m alone from Benedict’s 
“The Lily of Killarney’ with supreme ease, 
the clearest of tone and no artifice and is 
admirably accompanied by the Pro Arte 
Orchestra under Stanford Robinson (Pye 
CEC32012). 

Finally a record for children, and a very good 
one too. It is The Adventures of Twizzle, the toy 
boy created by Roberta Leigh and now so 

pular in the Children’s T.V. programme 

roadcast on Tuesday afternoons on Channel 9. 
Here are the theme songs of the five chief puppet 
characters sung by the artists who created them 
(H.M.V. 7EG8339) . 


POSTSCRIPT: At the last minute a few 
records have arrived which raise the hitherto 
subnormal standard of the month greatly. The 
time factor necessitates that they be discussed 
briefly. First of all, Envoy have produced one of 
the most desirable military band LPs that I 
have heard. It presents the Band and State 
Trumpeters of the Royal Horse Guards 
(The Blues) conducted by Captain J. E. 
Thirtle (VOY9138). 

By comparison with some recent military 
band records the band is quite modest in size. 
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The recording is magnificent in quality, both 
in clarity of detail and general tonal effect. 
Incidentally I have heard part of this record 
on a stereo tape and this is an eye-opener ; but 
the dubbing from tape to monaural disc is 
remarkably good. The titles are: A trumpet 
fanfare leading to Sousa’s The Thunderer, 
Dexter’s Two Troupers Polka, Offenbach’s La 
Belle Heléne Overture, Fandango by Perkins, 
Nimrod from Elgar’s ‘‘ Enigma Variations” 
(beautifully arranged by someone unnamed), 
Schubert’s Marche Militaire, the Slow and Quick 
Marches of the Royal Horse Guards, Sousa’s 
Washington Post, a Scottish Medley arranged by 
Captain Thirtle, Bayco’s Tarantelle, The Cavalry 
of the Steppes by Knipper-Charrosin (in which 
the sound of the horses of a mounted squadron 
of the Regiment is introduced effectively and 
not overdone), Haley’s College of Heralds March 
and an effective combination of Abide with me 
and the Last Post. 

Likewise I have nothing but praise for 
Strauss’s Blue Danube, Accelerations, Emperor and 
Roses from the South waltzes and the Pizzicato 
Polka as played in full dress form by Josef Krips 
and the Vienna : onic Orchestra 
on Decca LXT5431. Again the recording is of 
supremely good quality and the playing is very 
affectionate—both gemiitvoll and gemiitlich. 

By comparison the recorded tone of the 
Philharmonia Orchestra under Rudolf 
Schwarz in The Merry Wives of Windsor and 
Suppé’s Beautiful Galathea overtures on Col. 
SED5550 is rather shallower, but it is a desirable 
record and is surely cheap at 12s. 104d. 

** Nocturne ”’ is the title of the latest Capitol 
selection from the Hollywood Bowl Sym- 
phony Orchestra under Carmen Dragon 
(P8363). It lives up to its name both in well- 
known and less familiar titles. For serious and 
intent listening there is rather too much in one 
mood for playing through uninterruptedly. 
But it is perfect for soft background music and 
also as a prelude to retiring for the night. 
Playing and recording are both good and the 
titles are: Nocturne from Grieg’s ‘‘ Lyric Suite’, 
Massenet’s Elégie, Fibich’s Poéme, Evening Prayer 
from Humperdinck’s “‘ Hansel and Gretel’”’, 
Schumann’s Trdumerei, -Méditation from Mas- 
senet’s “* Thais ’’, Schubert’s Serenade, Debussy’s 
Reverie, O Star of Eve from Wagner’s ‘* Tann- 
hauser ”’, and the Brahms Cradle Song. 

** America at play ”’ is a collection of folk songs 
from the Southern Appalachian Mountains and 
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with it Peggy Seeger and Guy Carawan have 
scored what should be a real winner (H.M.V. 


CLP1174). There are sixteen songs in all, 
courting songs, ballads, singing games, “‘ hoe- 
downs ’’, etc. Many of them are comparatively 
unfamiliar. Among the more unusual and more 
fascinating are the two courting songs Paper of 
Pins and The Mountaineer’s Courtship, Single Girl 
(better known here as “‘ Still I love him” or 
** When I was single I wore a black shawl’’), 
a couple of grand skifflers called Black-eyed Susie 
and Skip to my Lou, Old Blue and Fod, which tell 
of dogs and a snake respectively, Ground Hog, a 
badger hunting song, and the spiritual Bye’m 
Bye. This is a disc to recommend unreservedly. 


Still they come: no sooner had I completed 
the above than two more LPs arrived from 
Decca, and very good they are too. LK4184, 
** An Album of Military Band Music ’”’ played 
by the Grenadier Guards Band under Major 
F. J. Harris, is not only welcome for its fine 
playing and brilliant recording but doubly so 
because it brings to the LP repertoire three new 
items. They are two movements from Rosse’s 
Merchant of Venice Suite, John Ansell’s Three Irish 
Pictures and Arthur Wood’s Three Dale Dances. 
The fourth item is Holst’s First Suite for Military 
Band, Op. 38. Unfortunately I have not heard, 
and have not time now to hear, the Eastman 
Symphonic Wind Ensemble’s recording of this 
which M.M. reviewed in June 1956 and for 
which his praise was only tempered by the 
suggestion that the balance is rather brass- 
heavy. Here, too, I felt this to be so at first 
hearing, though only in a slight degree. But on 
rehearing on a different set of equipment I did 
not find it so. Anyhow it is a fine performance 
and a magnificent recording. 


LXT5420 is called ‘‘ Vienna Holiday” and 
is played by the Vienna armonic 
Orchestra under Hans Knappertsbusch 
It too contains items not hitherto in the LP 
catalogue in the shape of Komzak’s Bad’ner 
Mad’ln Waltz and Ziehrer’s Wiener Burger Waltz. 
Both Komzak (1850-1905) and Ziehrer (1843- 
1922) are disciples of the Strauss family and 
their waltzes have the authentic Viennese lilt. 
The other titles, by Johann Strauss I and 
II respectively, are Radetzky March, Annen 
and Leichtes Blut polkas, and Accelerations and 
Tales from the Vienna Woods waltzes, the latter 
played, of course, in full-dress form. Both 
performances and recording are very fine. 








MISCELLANEOUS 


AND DANCE 


An asterisk following a 78 r.p.m. number indicates 
its availability at 45 r.p.m. The numbers are the 
same with the addition of the prefix ‘45°’. Where 
the 45 r.p.m. number is different it is given immediately 
after the 78 r.p.m. number. 

No sooner has one craze faded than another 
is waiting in the wings to take its place in this 
crazy world of popular music and song. Some- 
times the craze is artificial, like calypso, and it 
falls flat on its face after one hit song ; at other 
times, it’s natural and spontaneous, like 
rock-’n’-roll and skiffle, though both took over 
a year to hit the top. 


Now the moguls of popular taste are pre- 
dicting an all-embracing popularity for South 
African music, in particular the appalling noise 
of Elias and the Zig-Zag Jive Flutes (Col. 
DB4109*). These were featured in a recent 
TV story, and the hit side commences with 
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some gabble in a native African tongue. I 
suppose it’s novel, but if asked for a generic 
name for it, with its dissonant monotony, I 
would call it “‘ Music To Drive You Mad.” 


Earl Palmer and his Ten-Piece Rockin’ 
Band (Cap. 45-CL14859) also have a not 
dissimilar type of record in Drum Village in two 
parts, while on Col. SEG7783, Moe Wechsler 
has America’s answer to Winifred Atwell in a 
set called Barrelhouse Party. Cap. T935 has 
Joe ‘‘ Fingers”? Carr and Pee Wee Hunt 
together again for a Dixieland (?) type barrel- 
house binge under the heading Class of ’25, 
and with a cover depicting some suitably 
attired lads and lasses suggesting that they were 
about to do the Charleston any minute. I 
suppose this will sell to mums and dads who 
bought the previous discs by this and similar 
groups, and then they can all have a riotous 
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wallow in nostalgia. While they’re doing that, 
lets listen to the satisfying richness of Reg. 
Owen’s Orchestra Dreaming on R.C.A. 
RD27040, one of the most gratifying records of 
the year, and while we are at it, there is much 
to be said for the originality of Les Baxter on 
Cap. EAP 1-868, who, in Ports of Pleasure, evokes 
the mystic East in some excellent background 
music. 

Shall we dance ? Meyer Davis invites us 
on H.M.V. 7EG8337, with a more-or-less non- 
stop dancing set similar to that of Lester Lanin 
a few months ago, with a complete track of an 
easy-swinging Tiger Rag by way of contrast and 
good measure. For the youngsters to dance to, 
there is a big-band jive disc on H.M.V. 
DLP1178 by Ken Mackintosh, and a very 
small-band one by the Three Suns on R.C.A. 
RD27066, each track having upwards of two 
tunes on it, some having five ! 

The Latin enthusiasts will find enough to 
satisfy them on Vogue V9109, whereon René 
Touzet’s Orchestra emit brassy versions of 
Love For Sale and Flamingo, and at greater length, 
on Felsted PDL85046, Henry Leca and his 
Orchestra bring back Holiday Memories for those 
affluent enough to have vacationed in the Carib- 
bean and neighbouring locations. On Parlo- 
phone GEP8670, Sidney Torch’s Orchestra 
offer four of their happiest numbers, including 
another holiday memory, Cresta Run (the others 
are Canadian Capers, Jumping Bean and Corn- 
flakes), and on Bruns. LAT8233, Eddie Lund 
and his Tahitians take A Holiday In The South 
Seas, and were it not for an insidious electric 
guitar, I’d be tempted to think that these were 
genuine Tahitian performances with no holds 
barred. As it is, I think they were “ rigged ” 
for the visitors. But if your holiday budget 
precludes such exotic travel, there is a modest 
little EP (Felsted ESD3063) by the popular 
Trio Charpin in four more polished cocktail- 
lounge numbers, with long vocals, and on 
Vox VX1170, Nat Nyll and his New Concert 
Orchestra paint scenes from London life with 
some more colourful music thrown in. 

Getting back to work, we find Laurie 
Johnson and his Orchestra on Nixa NPL18012, 
having just completed Operation Orchestra, 
which is a slightly shudder-making name for a 
really interesting set of new arrangements of 
tunes of all types and ages. I think the treat- 
ment accorded to The Things We Did Last 
Summer is most effective, but they are all very 
intriguing. I doubt if André Kostelanetz’s 
Orchestra on Fontana TFE6011 could be 
regarded as intriguing, but they offer a rather 
foggily recorded set of the usual old guard of 
threadbare sophisticates such as Body And Soul. 

After these very large and involved orchestras, 
excellent though they are on occasion, I must 
admit to a sense of relief when listening to 
records like London HAR2089, which has 
Roger Williams in a set of solo piano melodies, 
without vocals, irritating and wumnnecessary 
rhythm accompaniment or deliberately dis- 
torted recording to spoil the sweet, clean music 
designed for The Boy Next Door. 

A rather unusual instrumental is on Col. 
SEG7781, which has four colourful numbers 
(including Hindustan) played on the harmonica 
by Leo Diamond with a rich tone approaching 
that of an alto sax. I doubt if anyone would 
describe as unusual the tenor sax. and yelping 
guitar heard on Tequila and Big Guitar by 
Johnny (The Gash) Gray (Fontana H123*) 
and Johnny Brantley’s All Stars in The Place 
and Pot Luck (London HLU8606*), however ; 
nor is there anything exceptional in Billy 
Vaughn’s Melodies In Gold on London HAD 
2090, though it’s pleasant. For my money, I’d 
take Roberto’s Orchestra, with sweet strings 
and harp, amongst other things, in two numbers 
from the film ‘‘ Chase A Crooked Shadow ”’, 
on Coral Q72312*, or less eagerly, George 
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Cates’s Orchestra (and chorus) in Tristesse 
Dance (from “ Bonjour Tristesse’’) and A 
Newfangled Tango (from ‘‘ Happy Hunting ’’) 
on Coral Q72314*. These are very tuneful, if 
a little roughly recorded. 

Two British orchestras provide singles of 
some interest, the more arresting being Fiddle- 
delphia and Teenage Lullaby by Cyril Stapleton 
(Decca F11013*), and more stylised, the Latin 
beat and la-la-la vocal of Frank Cordell’s 
Orchestra and chorus in Monaco and Little 
Serenade (H.M.V. POP473*). 





THE MONTH’S CHOICE 


Reg. Owen Orchestra R.C.A. RD27040 
Laurie Johnson Orchestra Nixa NPL18012 
Roger Williams London HAR2089 
Roberto Orchestra Coral Q72312 
** My Fair Lady ” Decca DFE6474 
jane Froman Cap. EAP1-889 
Joan Regan Decca F11009 
Doreen Hume and Bruce Trent 

Fontana TFL5016 





Since my last column, the most ballyhooed 
musical of all time, “‘ My Fair Lady’”’, has 
opened at Drury Lane (just in case anyone 
didn’t know!) and the original American 
recording, at 49s. 6d., is issued on Philips 
RBL1000, and selling like the proverbial deser- 
vedly hot cakes. But we haven’t all got that sort of 
money, especially for a show we haven’t seen, 
so many of us will doubtless content ourselves 
with excerpts from the score by other stars, 
whose companies manage to squeeze six titles, 
full-length, on one EP. Fontana TFE17029 is 
truly excellent with the Michael Sammes 
Singers, Doreen Howe and others ; there is a 
great deal indeed to be said for the Decca issue 
(DFE6474) which is my own choice, featuring 
as it does Vera Lynn, Diana Todd and Jack 
Warner ; Philips BBE12170 is all-American, 
with Rosemary Clooney, Vic Damone, Jo 
Stafford and Sammy Kaye, and as such is 
satisfactory, though not very much “in 
character”’’ ; nor is Julius La Rosa a very 
convincing cockney on R.C.A. RCX112, 
though Eddie Fisher and Dinah Shore sing 
their parts as if made for them; the Nixa 
(NEP24076) is less vigorous than I would have 
expected from Lita Roza, Max Miller and 
Petula Clark (and Gary Miller, who sounds 
right in On The Street Where You Live, also 
obtainable on Nixa N15140*). 

Since writing the above I have heard three 
more 12-inch selections from My Fair Lady. 
Percy Faith (Philips BBL7199) and Richard 
Hayman (Mercury MPL6536) both with full 
orchestral transcriptions, and Norrie Paramor 
(Columbia 33SX1079) with orchestra and 
vocalists. This latter record could well be the 
immediate second choice to the aforementioned 
Philips recording of the original Broadway 
production costing, as it does, only 35s. 10d. 
Ted Heath adds his distinctive style to five of 
the titles of Decca DFE6484, a non-vocal record 
certainly to be welcomed by his followers. 

Three decades ago, the toast of the town 
were Layton and Johnstone, whose memory 
lingers on with those around at the time. 
Their cabaret act never seems to have varied 
one iota in the ten years of their partnership, 
but I gather it was a sensation wherever they 
appeared. Now Columbia have dredged up 
four museum pieces of this team (SEG7778), 
including Bye-Bye, Blackbird, Pardon Me, Pretty 
Baby, and the two top tunes from ‘‘ Hit The 
Deck ’’. Gritty surfaces aren’t likely to endear 
the performances to those whose generation 
knew nothing of the act, but doubtless they will, 
like certain others redolent of the era, sell to the 
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middle-aged. Those somewhat ‘younger, but 
still not teenagers, will probably prefer four 
titles by Peggy » made fifteen years ago or 
so when she was with Benny Goodman. 
These are on Philips BBE12172, and are 
excellent, and not only because of the singer, 
either. 

It seems most ungallant to describe a singer 
of such charms as Jame Froman as an old- 
timer, but although she has been recording and 
entertaining live audiences for twenty years or 
more, she still sounds as young, but not 
immature, as ever on Cap. EAP1-889. Songs 
At Sunset, in a lovely cover, offers songs to soothe 
and refreshh Mindy Carson sings in much 
the same sweet way on Philips PB822* J Was 
Born and The Sentimental Touch and in Arrivederci, 
Roma, I found much to please (including the 
Italian accent) from Georgia Gibbs (Mercury 
MT210*), but the reverse ruins the disc, being a 
witless, screaming rocker. 

Elvis Presley, now just a number in the 
U.S. Army, is less rock-ridden in Wear My 
Ring Around Your Neck, but reverts to type in 
Don’tcha Think It’s Time ? (R.C.A. 1058*). In 
horror, I rushed to play some more adult songs, 
and found some by Lena Horne (M.G.M. 
EP643) ; Al Saxon (Fontana TFEI17014) ; 
Dori Anne Gray (I just don’t believe it) 
(Col. SEG7785) ; Malcolm Mitchell (Fon- 
tana TFR6007), designed for dancing and/or 
listening ; Mary Martin in Richard Rodgers 
songs accompanied by the composer at the 
piano (R.C.A. RD27064), and superbly done, 
too ; Ella Fitzgerald, sweet, slinky and sleepy 
(H.M.V. CLP1166); and Julie London, 
whom no mere man could possibly resist, 
surely, on London HAU2083, in Make Love To 
Me, in which every song is handled by the 
vocal equivalent of a painter’s brush, conjuring 
up the most vivid pictures effortlessly. 

After this, any other girl singing pops must 
seem pretty pallid by comparison, so let’s 
consider the rest by starting with a single disc 
of two entirely different types of song: Joan 
Regan (Decca F11009*) sings the most accept- 
able version yet of J May Never Pass This Way 
Again and a modernized moralizing rendering 
of an oldie, Breezing Along With The Breeze. 
This is a happy record indeed. Anne Shelton 
(Philips PB815*) also revives a real antique, 
Sail Along, Silvery Moon, without losing its old- 
time appeal, and a naval successor to Lay 
Down Your Arms, called The Girl He Left 
Behind. 

Jo Stafford (Philips PB818*) has recorded 
two cockney numbers from ‘‘ My Fair Lady ”, 
and though she sings them well as straight songs, 
they lose most of their flavour through not being 
in character. But at least I prefer them to her 
** Darlene Edwards’? nonsense—oh yes, it 
seems I was right when I suspected a leg-pull 
some months ago when I referred to “‘ Jonathan 
Edwards ” and his wife Darlene, now revealed 
as Paul Weston and Jo Stafford. (A Canadian 
lady kindly wrote to me just after I discovered 
the Awful Truth, and commented she preferred 
Zinka Milanov anyway. Yes, so do I.) But 
it seems they can’t let a joke alone, but must 
needs issue a second EP (Philips BBE12179) of 
the Edwards artistry. 

A much more interesting and really funny 
record is by Bing Crosby and Bob Hope 
(London HLU8593*) of Nothing In Common, 
and Paris Holiday, a neat plug for the Hope- 
Fernandel film, the theme of which, played 
straight and without lyrics, is on Coral Q72315* 
by Henry Mancini (and presumably his 
Orchestra ; the label baldly gives his name, 
without any hint as to whether he sings, plays 
(and if so, what instrument) or merely con- 
ducts). The reverse of the Coral disc is The 
Long Hot Summer. Let’s hope it’s a good omen. 
Among the other film records, one is out- 
standing if only on account of the super- 
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